The Art and Architecture of Khajuraho 
Temples: Lakshmana and Kandariya Mahadeva 


A Thesis 

submitted for partial fulfillment of 
requirement for the award the degree of 


Doctor of Philosophy 

in 


Ancient Indian History, Culture & Archaeology 


Supervisor •' 

Dr. Sat Dev 


Submitted by- 

Ritu 

Regn. No. 97UD-619 


Chairman, 


Department of Ancient Indian 
History, Culture & Archaeology 
K. U., Kurukshetra 



Department of Ancient Indian History, Culture & Archaeology 
Kurukshetra University, Kurukshetra- 136139 
August 2013 



Declaration 


I, Ritu, hereby declare that the work being presented in this thesis ‘ The Art and 
Architecture of Khajuraho Temples: Lakshmana and Kandariya Mahadeva’ is in 
partial fulfillment for the award of degree of Doctor of Philosophy in Ancient Indian 
History, Culture and Archaeology. 

This work has been done in regular consultation with my cherished guide Dr. Sat 
Dev, Chairman, Department of Ancient Indian History, Culture and Archaeology, 
Kurukshetra University, Kurukshetra. It is my original work. 

I have not submitted the matter embodied in this thesis for the award of any other 
degree or diploma in any other university. 


Dated: 


(Ritu) 


Indological Truths 


Dr. Sat Dev 

Chairman, 



Kurukshetra University, 


Department of Ancient 
Indian History, Culture 
& Archaeology (AIHCA) 


Kurukshetra (Haryana) 


Pin - 136119 
Phone: 01744-232558 


Certificate 


This is to certify that the thesis entitled “ The Art and Architecture of 
Khajuraho Temples: Lakshmana and Kandariya Mahadeva” is a original 
research work carried out by Ms. Ritu for the partial fulfillment of 
requirement for the award of degree of Doctor of Philosophy (Ph.D) in 
Ancient Indian History, Culture and Archaeology. 

The candidate did her research work under my supervision and 
guidance. This work has not been submitted in part or full for the award of 
any other degree or diploma in this or any other university. 

It is a bonafide work to the best of my knowledge and may be placed 
before the examiner for evaluation. 


Date: .08.2013 


(Dr. Sat Dev) 


Indological Truths 




Acknowledgements 


It is my great privilege to acknowledge my deepness of gratitude and 
heartiest thanks to my learned and esteemed supervisor Dr. Sat Dev, 
Chairman, Department of Ancient Indian History, Culture and Archaeology, 
Kurukshetra University, Kurukshetra, who with his most sympathetic attitude, 
kind advice, constructive criticism, indulgent attention and creative 
suggestions enabled me to accomplish this research work. 

I express my grateful thanks to Dr. Arun Kesarwani, Dr. Rajpal, Dr. 
Sukhdev Singh, Dr. Bhagat Singh, Dr. S.K. Vashist and all teaching staff and 
non-teaching staff of Ancient Indian History Department, Kurukshetra 
University, Kurukshetra who in their various capacities extended required 
assistance. 

I feel highly obliged to Dr. K.L. Grover, Associate Professor and Dr. 
Sube Singh Associate Professor, SGHS College, Sri Jiwan Nagar (Sirsa), who 
always extended me all sorts of helps during the entire course of my study. 

I extend my sincere thanks to Sh. R.N. Tiwari, Deputy Director, 
Archaeological Museum, Khajuraho and Director of tourism department, 
Khajuraho, Chief Librarian, Archaeological Survey of India (ASI), New 
Delhi, and Dr. Jyotsana Arora, Deputy Librarian, Indian Council of Historical 
Research (ICHR), New Delhi. 

I take this opportunity to thank all staff of American Institute of 
Indian Studies (AIIS), Gurgaon. I also thankful to Library staff of National 
Museum, New Delhi, Kurukshetra University, Kurukshetra, Punjab 
University, Chandigarh, Jivaji University, Gwalior and Bhimrao Amedkar 
University, Agra for providing me relevant material related to my research 
work. 

I am thankful to the all scholars and writers whose published and non- 
published work I have used for my research. 


Indological Truths 


Finally, I would also admit that the thesis would not have been 
completed except for the constant inspiration and endorsement that I received 
from my husband Dr. Surender Pal, Assistant Professor, Govt. College, 
Dabwali (Sirsa). 


Dated : 


(Ritu) 


Indological Truths 



Contents 


Page No. 

Acknowledgement 

List of Figures i-ix 

List of Tables x 

Chapter I : Introduction 1-17 

Re-emergence in the Nineteenth Century 5 

Review of Literature 7 

Need of Study 12 

Objectives 12 

Period of Study 13 

Study Temples 13 

Source of Research Work 16 

Research plan 16 

Chapter II : Physical and regional setting of Khajuraho 18-52 
Section A: Natural Attributes 

Location 18 

Linkage 20 

Site 21 

Topography 21 

Climate 23 

Physical Feature 25 

Flora 25 

Fauna 26 

Khajuraho: The Landscape Geometry for temples 27 

Section B : Man-Area Relationship 

Relative Importance of Khajuraho 33 

Physical Growth and Economy in Khajuraho 34 

Demographics 35 

Khajuraho Development Plan 36 

As a Tourist Place 39 

Surrounding Tourist Sites 48 


Indological Truths 


Chapter III : Political background of Chandella - The 


builder and Patrons 53-68 

Chapter IV : General distribution and historical 

significance of Khajuraho temples 69-99 

Period of Construction of the Temples 69 

Classification of Temples 70 

General features of Khajuraho temples Architecture 76 


Chapter V : Architectural pattern of Khajuraho temples 100-150 


Nagara Style 104 

Dravida Style 110 

Vesara Sttyle 114 

Art and Architecture of Khajuraho Temples 115 

Social Life Depicted in Khajuraho temples 132 

Chapter VI : Lakshmana temple 151 -265 

Architecture 155 

Iconography 177 

Interior of the temple 177 

Exterior of temple 217 

Chapter VII : Kandariya Mahadeva temple 266-350 

Architecture 267 

Iconography 283 

Interior of the temple 284 

Exterior of temple 309 

Chapter VIII : Conclusion 351-385 

Bibliography 386-396 

Glossary 397-401 


Indological Truths 



List of Figures 


Figure Title Page 

No. No. 

1.1 Study Temples: Lakshmana and Kandariya Mahadeva of Khajuraho 14 

1.2 Satellite images of western group temples of Khajuraho 15 

2.1 Location of Khajuraho 19 

2.2 Khajuraho Linkage 20 

2.3 Regional map of Khajuraho during Chandella Period 10 th -13 th Century A.D. 23 

2.4 Monthly Average Temperature and Rainfall of Khajuraho 24 

2.5 Spatial view of monuments in Khajuraho 30 

2.6 Landscape Geometry and Topography of Khajuraho 31 

2.7 Inflow of Tourists in Khajuraho 41 

2.8 Dance Festival 43 

2.9 Dance Festival 44 

2.10 Dance Festival 44 

2.11 Lakranjan Festival 45 

3.1 India during Chandella period (nearly 900 - 1200 A.D.) 55 

3.2 Bundelkhand during Chandella period 56 

4.1 Location of Khajuraho temples 77 

4.2 Heights of Western Group Temples of Khajuraho 79 

4.3 Chaunsath Yogini Temple 80 

4.4 Kandariya Mahadeva Temple 81 

4.5 Varaha Temple 82 

4.6 Lakshmana Temple 84 

4.7 Vishwanatha Temple 85 

4.8 Devi Jagdambi Temple 86 


Indological Truths 


4.9 Chitragupta Temple 87 

4.10 Brahma Temple 88 

4.11 Parvati Temple 89 

4.12 Devi Temple 90 

4.13 Parshwanatha Temple 91 

4.14 Adinath Temple 92 

4.15 Javan Temple 94 

4.16 Ghantai Temple 95 

4.17 Duladeo Temple 96 

4.18 Chaturbhuja Temple 97 

4.19 Bijamandala Temple 98 

5.1 Various parts of a typical Temple 102 

5.2 Timeline of stone architecture in India 103 

5.3 Architectural Terms of the Nagara style Temple 105 

5.4 Nagara Style of Temple 109 

5.5 Dravidian Style of Temple 109 

5.6 Vesara Style of Temple 109 

5.7 Simplified scheme of a Dravidian style temple 113 

5.8 Mahamandapa ceiling of Lakshmana temple, second ring cups 123 

5.9 Mahamandapa ceiling of Lakshmana temple, first ring geometry 123 

5.10 Formation of ceiling of mahamandapa, Lakshmana temple 123 

5.11 Formation of ceiling of mahamandapa,Lakshmana temple 123 

5.12 Formation of ceiling of mahamandapa, Lakshmana temple 123 

5.13 Mahamandapa ceiling of Lakshmana, temple first ring cups 124 

5.14 Mahamandapa ceiling formation of Lakshmana, temple 124 

5.15 Mahamandapa ceiling of Lakshmana temple, second ring geometry 124 

5.16 Mahamandapa ceiling formation of Lakshmana, temple 124 

5.17 Mahamandapa ceiling of Lakshmana temple, second ring cups 124 

5.18 Mahamandapa ceiling of Lakshmana temple, first and second ring cups 124 


Indological Truths 



5.19 Mahamandapa ceiling of Lakshmana temple third ring cups 125 

5.20 Mahamandapa ceiling of Lakshmana temple 125 

5.21 Various components of gavaksha (jala) 148 

5.22 Different Patterns evolving with the use of Full and Half Gavaksha Motives 148 

6.1 Front face view of Lakshmana temple 151 

6.2 South side view of Lakshmana Temple 152 

6.3 Backside View of Lakshmana Temple 153 

6.4 Northern side view of Lakshmana Temple 154 

6.5 Adhishthana of Lakshmana temple 157 

6.6 Sh ik hara of Lakshmana Temple 159 

6.7 Makra torana of lakshmana temple 163 

6.8 Plan and section of Lakshmana temple 164 

6.9 Roof Ceiling of Lakshmana Temple 165 

6.10 Upper view of Mahamandapa 167 

6.11 Plan with Subsidiary Shrines of Lakshmana Temple 171 

6.12 Front view of south-eastern shrine 172 

6.13 Door-Jamb of south-eastern shrine 172 

6.14 Sh ik hara of south-eastern shrine 172 

6.15 Adhishthana of south-eastern shrine 172 

6.16 Front view of south-western shrine 173 

6.17 Door-Jamb south-western of shrine 173 

6.18 Shikhara of south-western shrine 173 

6.19 Adhishthana of south-western shrine 173 

6.20 Front view of North-western Shrine 175 

6.21 Door-jamb of North-western Shrine 175 

6.22 Shikhara of North-western Shrine 175 

6.23 Adhishthana of North-western Shrine 175 

6.24 Front view of north-eastern Shrine 176 

6.25 Door Jamb of north-eastern Shrine 176 


Indological Truths 



6.26 Shikhara of north-eastern Shrine 176 

6.27 Adhishthana of north-eastern Shrine 176 

6.28 Placement of images in the mahamandpa and pradakshina-patha of Lakshmana 

Temple 178 

6.29 Karrtikeya 179 

6.30 Shiva standing in sambhanga 180 

6.31 Chandika 180 

6.32 Parvati 181 

6.33 Mother of goddess seated in padmasana 182 

6.34 Mother of goddess seated in lalitasana 182 

6.35 Kshemankari seated in the lalitasana 183 

6.36 Balarama standing in tribhanga 183 

6.37 Balarama 184 

6.38 Gaja akshmai 185 

6.39 Shiva-Parvati as Kalyanasundarmurti 186 

6.40 Sarasvati seated in lalitasana 186 

6.41 Vamana 187 

6.42 Twelve armed Vishnu (Visvarupa 187 

6.43 Placement of images on the sanctum wall of Lakshmana Temple 189 

6.44 Gaja Lakshmai 191 

6.45 Indra 191 

6.46 Agni 192 

6.47 Varaha 192 

6.48 Yama 193 

6.49 Krishna-Lila (Trinavarta-Vadha) 194 

6.50 Balrama slays Suta Romaharshana 195 

6.51 Yogasana Vishnu 195 

6.52 Chanura-Vadha 196 

6.53 Kuvalayapida-vadha 197 


Indological Truths 



6.54 Nirriti 198 

6.55 Narsimha 199 

6.56 Varuna 200 

6.57 Krishna defeats Sala 201 

6.58 Yogasana Vishnu-Narayana 202 

6.59 Grace on Kubja 203 

6.60 Krishna breaking the cart 203 

6.61 Vayu 204 

6.62 Hayagriva 205 

6.63 Kubera 206 

6.64 Is ana 207 

6.65 Sarasvati 208 

6.66 Arishtasura-vadha 209 

6.67 Yamalarj una episode 210 

6.68 Yogasana Vishnu 211 

6.69 Putana-Vadha 212 

6.70 Vatsasura-Vadha 212 

6.71 Kali 213 

6.72 Sanctum Roof 216 

6.73 Sanctum Door 216 

6.74 Vaikuntha in sanctum 216 

6.75 Placement of divinities in the vedibandha nicnes of Lakshmana temple 217 

6.76 Dancing Ganesha 218 

6.77 Sani 219 

6.78 Brihaspati 219 

6.79 Soma 220 

6.80 Surya 220 

6.81 Mangala 221 

6.82 Budha 221 


Indological Truths 



6.83 Sukra 222 

6.84 Yogeshvari 222 

6.85 Figures on the Jangha of Lakshmana Temple 225 

6.86 Apsara with mirror 248 

6.87 Apsaras in standing poses 248 

6.88 Apasara painting her feet 249 

6.89 Apsara Applying Collyrium 249 

6.90 Apsara standing in the back view showing the contours of broad hips 249 

6.91 Pulling out a thorn from her right foot 249 

6.92 Devangana standing in tribhanga and looking into a mirror 249 

6.93 Mother with child 250 

6.94 Left hand touching with her head 250 

6.95 Holding a scarf in the left hand 250 

6.96 Mithuna Couple 254 

6.97 Maithunarata 254 

6.98 Erotic 255 

6.99 Animal Passion 255 

6.100 Erotic Congress 255 

6.101 Royal Hunter 258 

6.102 Dancing Scene 258 

6.103 Amusement 259 

6.104 Marching army 259 

6.105 Soldier going for battle 259 

6.106 Ministerial Discussion 259 

6.107 Elephant Combat 259 

6.108 The Battle Scene 259 

6.109 Elephant in Battle 260 

6.110 Camels carrying load for army 260 

6.111 Musical Party 260 


Indological Truths 



6.112 Going for Battle 260 

6.113 Army on Horses 260 

6.114 Amusement scene 260 

6.115 Judgement scene 261 

7.1 Elevation of Kandariya Mahadeva Temple from Southern side 267 

7.2 General view of Kandariya Mahadeva Temple from south-eastern side 268 

7.3 Jagati of Kandariya Mahadeva temple 270 

7.4 Adhishthana of Kandariya Mahadeva temple 271 

7.5 Shikhara of Kandariya Mahadeva Temple 273 

7.6 Plan of Kandariya Mahadeva Temple 274 

7.7 Makara-torana of Kandariya Mahadeva Temple 275 

7.8 Chandersila of mukhmandapa, Kandariya Mahadeva Temple 276 

7.9 Ceiling of Mandapa, Kandariya Mahadeva Temple 277 

7.10 Antarala Pillar 279 

7.11 Doorway of the Garbha-gariha 280 

7.12 Interior of the Grabha-gariha 281 

7.13 Placement of images in the mahamandapa and pradakshina-patha of Kandariya 

Mahadeva temple 285 

7.14 Shiva-Parvati seated in lalitasana 285 

7.15 Kalyanasundramurti 286 

7.16 Shiva-Parvati 287 

7.17 Four-armed Brahma-Brahmani 288 

7.18 Brahma-Brahmani Seated 288 

7.19 Four-armed Vishnu 289 

7.20 Eight-armed Narasimh 289 

7.21 Goddess seated on a corpse 290 

7.22 Four-armed Harihara 290 

7.23 Four-armed standing Ardhanarisvara 291 

7.24 Shiva standing in tribhanga 291 


Indological Truths 



7.25 Brahma standing in tribhanga 292 

7.26 Shiva-Parvati 292 

7.27 Bhairava seated in lalitasana 293 

7.28 Shiva-Parvati Seated in lalitasana 294 

7.29 Indrani 294 

7.30 Bhairava standing in tribhanga 295 

7.31 Sadasiva 296 

7.32 Shiva as Sadyojata 296 

7.33 Placement of images on the sanctum wall of Kandariya Mahadeva Temple 298 

7.34 Vaikunthanatha in tribhanga 299 

7.35 Four-armed Indra 299 

7.36 Agni standing in samashanga 300 

7.37 Shiva as Andhakasurasamharamurti 300 

7.38 Four-armed Yama 301 

7.39 Bull-faced Vasu 302 

7.40 Garudavahana Vishnu 303 

7.41 Four-armed Nirriti 303 

7.42 Varuna 304 

7.43 Vayu 305 

7.44 Shiva as Tripurantaka 305 

7.45 Kubera 307 

7.46 Gaja-Lakshmi 307 

7.47 Placement of divinities in the vedibandha niches 309 

7.48 Vedibandha niches and different architecture components of Kandariya 

Mahadeva temple 310 

7.49 Ganesha 311 

7.50 Chmunda 312 

7.51 Indrani 312 

7.52 Varahi 313 


Indological Truths 



7.53 Viashnavi 313 

7.54 Kaumari 314 

7.55 Mahesvari 314 

7.56 Brahmani 315 

7.57 Virabhadra 315 

7.58 System of Human figures over the jangha buttress of Kandariya Mahadeva 

Temple 322 

7.59 Erotic 344 

7.60 Mithuna 344 

7.61 Typical yogic posture 344 

7.62 Mithuna 344 

7.63 Vyala 346 

7.64 Vyala 346 

8.1 System of human figures on the jangha of Lakshmana Temples 377 

8.2 Antarala wall of Lakshmana Temple 378 

8.3 Placement deities of on antarala wall of Kandariya Mahadeva Temple 379 

8.4 Sculptural Programming of jangha of Kandariya Mahadeva Temple 381 


Indological Truths 



List of Tables 


Table Title Page 

No. No. 

2.1 Landscape Geometry of Khajuraho temples 32 

2.2 Year-wise Inflow of Indian and Foreign Tourists in Khajuraho (2000- 2013) 40 

4.1 Heights of Western Group Temples of Khajuraho 78 

5.1 Ceiling Architecture Distribution between Temples 122 


Indological Truths 


List of tables 


Table Title Page 

No. No. 

2.1 Landscape Geometry of Khajuraho temples 32 

2.2 Year-wise Inflow of Indian and Foreign Tourists in Khajuraho (2000- 2013) 40 

4.1 Heights of Western Group Temples of Khajuraho 78 

5.1 Ceiling Architecture Distribution between Temples 122 


Indological Truths 


Glossary 


Abhaya mudra: Hand gesture of assurance or protection. 

Adhishthana: Moulding basement (in South India, moulding below wall frieze). 

Agni: The god of fire and guardian of the south-east point of compass. 

Amlaka: Nyrobolan fruit; crowing member of Latina, Nagara temple. 

Anarpita: With detached hara (South India). 

Anjali-mudra: Attitude of offering. 

Apsaras: Heavenly nymph. 

Ankusha: 

Antrala: Space in front of sanctum door, vestibule. 

Apsara: Heavenly nymph. 

Ardhmandapa: Half-hall articulated with the vimana or mandapa (South India). 

Asana patta: Seat side coming between the vedika and the sloping parapet. 

Avatara: An incarnation of Vishnu. 

Bhadra: Central off set (wall division). 

Bhairava: The terrific form of Shiva 
Bhitta: Foundation course, substructure. 

Bhuta: Crowing atlas-like goblin represented as carrying the load of a structure. 

Brahma: The first deity of Hindu trinity. 

Brahmani: The shakti or female counterpart of Brahma. 

Chaitya: Object that acts as the focus for worship; the term is sometimes used by itself 
for the hall housing the chaitya (chaitya-griha) or for a barrel-vaulted window 
motif based on that hall-type (chaitya-gavaksa). 

Chakra: Wheel, discus, the emblems of Vishnu. 

Chandrasila: Moon stone, semi-circular of half-moon shaped step before a shrine. 
Chandrika: Architectural member between amalaka and crowing. 

Chauri: Fly-whisk. 

Chitra: Ornament, image, picture. 
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Darpan: Mirror, circular decorative motif. 

Deva: A god. 

Devi: A goddess. 

Dikpalas: Eight guardians of the directions. 

Durga: A name of Parvati. 

Dvarapala: Door keeper. 

Gada: Club or a mace carried by Vishnu. 

Gaja: Elephant. 

Gaja-Lakshmi: The goddess of Lakshmi as represented with two elephants, one on 
either side of her, pouring water upon her head from vessels in their trunks. 
Gana: Shiva’s attendant generally represented as pot-bellied. 

Ganesha: Elephant-headed god of wisdom and son of Shiva and Parvati. 

Garbha-gariha: Womb house - sanctum. 

Garuda: Vishnu vehicle, mythical bird. 

Gauripatta: Base of phallus of Shiva with a projected panel for draining out the water 
used for anointing the phallus (Lingam). 

Ghanta: Bell. 

Gopuram: Monumental gate-way. 

Grasapattika: An architectural frieze of ornamental lion faces known as grasa of 
kirttimukha. 

Griva: Neck; recess between the shikhara and crowing amalaka. 

Hamsa: Goose, gander (decorative motif). 

Hara: Garland; balustrade or cloistered parapet. 

Indra: The Lord of gods and guardian of east. 

Indrani: The sakti, the female counterpart of Indra. 

Jadya kumbha: A distinctive padma-like moulding of the jagati or adhishthana. 

Jagati: Plinth, platform; basal moulding of adhishthana. 

Jangha: Wall, wall frieze; elevation between vedibandha and shikhara. 

Jata-mukuta: Crown of matted locks. 
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Kalasha: Pitcher; tours moulding, also pot-like finial of the spire of a temple. 

Kali: The terrific form of female goddess. 

Kama: Love or desire; also Hindu God of love, cupid. 

Kamandalu: Water vessel 

Kapili: Wall projecting in front of the sanctum framing a vestibule. 

Kapota: Roll-comice. 

Karana-mukuta: Miniature square structure on comer of superstructure. 

Kartikeya: Son of Shiva, a Hindu god of war. 

Kati: Waist; wall (early synonyms for jangha). 

Keyuras: 

Khura: Lowest moulding of the adhishthana and man 

Kirttimukha: Originally represented as a Lion’s face usually shown within a chaitya 
window. 

Krishan-Lila: Sports of Krishana as described in the Hindu mythology. 

Kubera: The god of wealth and guardian of south. 

Kuberi: The sakti, the female counterpart of Kubera. 

Kumara: Atlas; bharaputraka. 

Kumbha: Pot; vedibandha moulding. 

Kuta: Superstructure-type. 

Lalatabimba: Crest figure, central symbol on door lintel. 

Linga: Shiva’s phallic pillar. 

Mahamandapa: Large enclosed hall in front of the main shrine. 

Mahishasurmardini: 

Makara: Mount of river goddess Ganga, a crocodile-shaped reptile, a sea monster. 
Makara-torana: Torana arch emanating from makaras 
Mala: Garland; decorative band. 

Mandapa: Hall, generally with columns. 

Mithuna: Auspicious couple 

Moksha: Salvation of liberations from bonds of birth and death. 
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Mudras: Gestures. 

Mukamandapa: Front hall, entry hall 
Mukuta: Crown or kirita over the head of a deity. 

Nabhicchanda: Type of ornate ceiling with deep concentric bands 
Naga: Cobra; snake 

Nagara: Generic name for north Indian temple-type. 

Nandi: Shiva’s bull 
Natraja: Dancing form of Shiva. 

Nayika: A lady playing the heroine’s role. 

Nirandhara: Without the ambulatory. 

Padma: Lotus 

Padmasana: Sitting on lotus. 

Panchayatana: A temple with four subsidiary shrines. 

Parasada: Shrine or palace. 

Parvati: Consort of Shiva. 

Patra: Leaf 

Patta: Band, register 

Pattika: Kampa; rectilinear fillet 

Phamsana: Tiered, pyramidal roof-type 

Pitha: Pedestal, platform 

Pradakshinapatha: Circumbulatory path. 

Prakriti: Primeval matter. 

Rathika: Framed niche 
Sala: Rectangular chamber 
Salabhanjika: Lady sporting with a tree. 

Sandhara: A temple with an andharika or covered inner ambulatory around garbha- 
gariha. 

Sardula: Lion monster 
Shankha: Conch, shell 
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Shankhapurusha: Anthropomorphic from Vishnu’s conch. 

Shikhara: Literally meaning head, the term stands for the principal spire or tower over 
the sanctum or garbha-gariha. 

Siras: Sirsaka; pillar bracket. 

Sukanasika: Pediment shaped roof over the antarala. 

Surasundari: Celestial nymph. 

Tirthankara: A Jain teacher. 

Tribhanga: A standing posture with three bends of the body. 

Ursringa: Miniature spire or turrets on a temple tower. 

Vahana: Mount or vehicle. 

Vaikuntha: A form of Vishnu or Hindu concept of heaven. 

Vaishnavi: Consort of Vishnu. 

Vajra: Thunderbolt (as weapon). 

Vamana: Dwarf incarnation of Vishnu. 

Varaha: Boar incarnation of Vishnu. 

Varahi: Consort of Varaha. 

Vedibandha: Basal wall, moulding, consisting primarily of khura, kumbha, kalasa, 
antarapatta and kapotapali. 

Vedika: Railing, balustrade. 

Vimana: Towered sanctuary having sanctum or cell, enshrining the main image of the 
deity. 

Vishnu: Preserver, one of the Hindu trinity. 

Vitana: Ceiling, covering under roof. 

Vyala: Composite fantastic animal. 

Yajnopavita: 

Yakshi: Female yaksa. 

Yama: God of death. 

Yogasana: Meditations pose. 
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Table: 2.1 Landscape Geometry of Khajuraho temples 


Sr. 

no. 

Name of Temple 

Latitude 

North 24°- 

Longitude 

East 79°- 

Azimuth 
from true 
north, 0° 

0° 

0° 

0° 

0° 

1 . 

Lakshmana 

51 

12.5 

55 

22.0 

91.0 

2. 

Matangeshvara 

51 

11.0 

55 

21.0 

211.9 

3. 

Kandariya Mahadeva 

51 

15.6 

55 

09.6 

290.3 

4. 

Devi Jagadambi 

51 

18.0 

55 

09.6 

305.8 

5. 

Chitragupta 

51 

24.0 

55 

09.6 

320.4 

6. 

Vishwanatha 

51 

22.0 

55 

25.0 

12.2 

7. 

Parvati 

51 

18.0 

55 

24.0 

12.1 

8. 

Vishnu Garuda 

51 

11.5 

55 

25.5 

50.2 

9. 

Varaha 

51 

12.5 

55 

25.5 

90.9 

10. 

Chaunsath Yogini 

50 

51.0 

55 

08.0 

212.0 

11. 

Ganesha (ruined) 

50 

54.0 

55 

10.0 

212.3 

12. 

Devi Chhatri 

51 

11.0 

55 

32.0 

90.8 

13. 

Hanuman 

51 

02.0 

55 

50.0 

107.8 

14. 

Ghantai 

50 

49.0 

56 

08.0 

118.5 

15. 

Brahma 

50 

53.5 

56 

01.5 

112.0 

16. 

Vamana 

51 

11.5 

56 

11.0 

91.3 

17. 

Javeri 

50 

55.0 

56 

13.0 

107.8 

18. 

Adinatha 

50 

42.0 

56 

16.5 

118.5 

19. 

Parshwanatha 

50 

41.0 

56 

17.0 

120.5 

20. 

Duladeva 

50 

21.0 

55 

59.0 

144.0 

21. 

Chaturbhuja 

49 

33.0 

55 

56.5 

162.8 

22. 

Lalguan Mahaveva 

50 

56.0 

54 

40.2 

246.8 

23. 

Mahishasuramardini 

49 

58.0 

57 

47.0 

118.5 

24. 

Dantla Hill (peak 390 m) 

51 

11.0 

58 

54.0 

91.2 

25. 

Passage point (river 

Khudar) 

50 

12.0 

58 

01.0 

112.0 


Source: Two times of GPS values, 1996-98 and other calculation cf. Singh and Malville, 1998:18 


[The Latitudes and latitudes are based on Global Positioning System (GPS), measurement taken 
by Garmin-45 and Garmin 12X, and enlarged Topographical Sheet, SOI, No. 54 p/13: 1"- 1 mile. 
Temple groups, viz. (A) Western: 1-12 (B) Eastern: 13-19 (C) Southern: 20-21 and (D) Others 
the rest.] 
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Introduction 


The Hindu temple construction during the medieval period (6 th - 13 th centuries) took 
place on a magnificent scale. It reached to its final form by combining influences from 
both the northern and southern India and probably also from the cultures of invaders who 
continued to enter India from the north- west during this period. Every style of building 
construction reflects a clearly distinctive basic principle that represents a particular 
culture and era. In this context the Indian Hindu temple architecture are not only the 
abode of God and place of worship, but they are also the cradle of knowledge, art, 
architecture and culture. The characteristic temple plan of the northern India was 
developed in the 5 th century under the rule of Hindu dynasty. These temples consisted of 
all the basic elements- the grabha-gariha surrounded by an ambulatory path, an outer 
portico with columns in front and flat roofs of stone. The temples constructed during this 
period were simple and less impressive compared to the temple constructed during the 
10 th -13 th century temples. Some of the examples from this period are temples at Sanchi, 
Tigawa and Deogarh. The development of shikhara started at the temple of Deogarh in 
Madhya Pradesh. The temples constructed in the 8 th century had smaller shrines and the 
shikhara became the crowning feature of the temples. The addition of mandapa (the 
pillared hall) to the temple started during this period itself. 

The other distinct characteristic of this period was the rectangular wall around the 
temple and addition of subsidiary shrines at each comer. The most common examples of 
this period are the temples at Rajasthan and the cluster of Jain temples built between 8 th - 
12 th century in Gujarat and Rajasthan. The temple of Teli-ka mandir, Gwalior and Vaital 
Deul, Bhubaneswar were unique and inspired from the early Buddhist architecture with 
rectangular plan and the barrel vault roof of chaitya hall. These temples don’t make the 
full composition of Hindu temple as they only consist of main sanctuary with neither the 
mandapa nor the portico. This form of architecture was abandoned by the architects in the 
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north but was accepted in the architecture of south India. A distinct architectural style 
developed in the temples of Orissa (7 th to 11 th century). The elliptic curve of shikhara 
from the earlier periods were modified as a perpendicular prismatic tower and converged 
near the peak. For the first time in history special attention was given to the construction 
of mandapa; the roof of the mandapa was now pyramidal with tapering at the top and 
lower than the shikhara. The finest examples of this period are the Lingaraja temple, 
Bhubaneswar, the Jaganath temple Puri and the Sun temple Konark with there shikhara 
height ranging from 43 m to 57 m high. 

Khajuraho situated in District Chhatarpur of Madhya Pradesh has the distinction 
of possession one of the most compact and homogenous group of Indo-Aryan or 
Northern temples, built under the patronage of the Chandalla rulers. Except for a few 
number, all the temples of Khajuraho pertain to a cognate style and are manifestation of a 
distinctive and consented architectural movement, differing only in details of expression. 
These temples were built of sandstone and professedly carved with erotic sculptures. 
These temples are also famous for their conical tower made of piles of stone with an 
arrangement of miniature towers called shikhara. Each of these temples has portico, 
entrance hall and the sanctum. The roofs of various sections of the temple have distinct 
form. The sanctum is Sapta-ratha; the Shikhara divided into seven segments showing two 
series of mouldings. Each and every facade, wall, ceiling of these temples have carved 
figures from the mythology and history. The finest examples are the Kandariya 
Mahadeva temple and Lakshmana temple, Khajuraho. Khajuraho temples were built in 
the short span of a hundred years from 950 to 1050 A.D. in an inspired burst of creativity, 
but were abandoned after the 14 th century. The Khajuraho temples have been listed in the 
world heritage site and are also considered in the Seven Wonders of the World. 
Khajuraho was the capital city of Chandella dynasty in primeval time. The Chandella 
capital was moved to Mahoba after this time, but Khajuraho is continued to flourish for 
some time. The historic town Khajuraho has largest and spectacular group of medieval 
Hindu and Jaina temples. Khajuraho is a small modest town located in the Bundelkhand 
region of Madhya Pradesh, south of the Gangetic Plain and north of the rising Deccan 
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plateau. The expensive landscape of the state is cradled by the Vindhya and Satpura hills 
ranges and watered by large river, Narmada and Chambal. Myths, legend, ancient 
literature and inscription provide a jigsaw-puzzle picture of the story of Khajuraho, but 
there are still some missing pieces. There is mention of Khajuraho in ancient texts which 
explain how the village got its name. 

The name Khajuraho, ancient ‘Kharjuravahaka’, is derived from the Sanskrit 
words kharjura = date palm and vahaka = ‘one who carries’. According to a tradition, 
Khajuraho was so called because one of its city-gates was ornamented with two golden 
Khajur trees (bearer of date palm). In the Prithviraj Raso, the book written by 
Chandabardai Khajuraho is called Khajurapura or Khajjnapura. 1 Abu-Rahim who 
accompanied Sultan Mahmud mentions it as the territory of king Bida, Vidyadhara. Ibn- 
Batuta who visited this place in 1335 A.D. calls this place as Kajarra or Kajura. In 
inscriptional records this place is known as Khajjuravahaka. Possibly in ancient time the 
place was full of Khajur trees, hence it was named after Khajuraho. 

During the Janapada time the region was part of the Vatsa Kingdom and then it 
came under the Mauryan supremacy. Discovery of Asokan rock edict at Gujjara in 
district Datia attest the supremacy of Mauryan Empire. From the early historic time to the 
arrival of Chandellas, the region has witnessed the rule of Kuhanas, Nagas, Vakatakas, 
Imperial Gupta and Prathiharas. According to the Chandellas and other contemporary 
records the land was known as Jejabhukti or Jejakabhukti with a few derivative variants 
like Jejahuti, Jajhauti and Jijahauti, Jijhoti, Jajhaoti and the Chinese from, Chi-chi-to or 
Chi-ki-to in Chandellas times. This seems to account for the suggestion that Jijhoti is an 
abbreviation of Jejekabhukti. Mahoba inscriptions delineate the genealogy of Chandella 
dynasty and refer that the Kingdom has been named after King Jeja. The earliest 
inscriptions of King Dhanga dated to 954 A.D. suggest the occupation of Khajuraho by 
the Chandella rulers. Albaruni in 1022 A.D. speak of the region Jejahuti. The Madanpur 
inscriptions dated to 1182 A.D. refers the territory as Jejakabhukti or Jejakamandala. 
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In the 9 th and 10 th century Khajuraho was under the rule of the Chandela dynasty, 
which traced its origin to the moon god, Chandrama. The Mahaba Khand of the 
Chandabardai’s (the famous medieval court poet) ‘Prithviraj Raso’, folk balled of the 17 th 
century recounts a beautiful legend concerning the origin of the Chandella dynasty, who 
came to rule the region in 10 th century, after the birth of Christ. The story of the origin of 
great Chandella dynasty is very interesting. Hemraj, was the royal priest of Kashi or 
Banaras (the old name of Varanasi), had an exceptionally beautiful daughter named 
Hemavati, who was unfortunately a child widow. One sultry summer night while she was 
bathing in a lotus- filled pond (Rati Talab) with all her clothes put off. Chandra, the 
Moon God (Chandrma) was so dazed by her beauty. He descent to earth in human form 
full of lust and passion and ravished her. The child bom of their union was 
Chandravarman, who was raised in the forest by his mother who sought refuge there, 
away from the censorious eyes of the medieval society. He grew up and become the 
founder of the Chandella dynasty. When established as a ruler he had a dream visitation 
from his mother, who implored him to build temples that would reveal human passion, 
and thus bring about the realization of the emptiness of earthy desires. Chandravarman 
thus started the tradition of building temples. Later the subsequent Chandella kings 
carried on building temples to maintain this magnificent tradition. Chandellas built 85 
temples surrounding by lakes and gardens at Khajuraho. 

Yet another version of the above legend praises Hemavati as a dutiful daughter 
who sacrificed all her happiness and dignity for her father. Mani Ram, the royal priest of 
Kalinjar, miscalculated once and declared the dark night as the full Moon night or 
Pumamasi in front of the king. Hemavati, his widowed daughter could not bear the 
possibility of any stigma on her father’s reputation and prayed to the Moon God to 
uphold the word of the priest. However, she had to pay a heavy price for her wish being 
granted when the Moon God who was infatuated by the lady’s beauty ravished her in 
return for his favour. When Mani Ram came to know of this entire incident, he was so 
ashamed and grief-stricken that he cursed himself and turned into a stone. However, 
Hemvati got pregnant with the tryst and gave birth to a virtuous son by the name of sage 
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Chandrateya who is believed to be the founder of the Chandella dynasty. 4 Chandella 
worshipped the Mani Ram turned stone as Maniya Dev. 

The Chandellas were the builders of Khajuraho. It was Chandellas who endowed 
it with a high political status and gave a distinctive position to this city of temples for 
which it enjoys a unique celebrity even today. 5 During their rule, cisterns, dams, forts and 
palaces were all built, but none of the secular buildings survived. Only the temples 
remain, giving a unique gift to the world. These temples were ‘discovered’ by T.S. Burt 
in 1838, a young engineer in the British colonial army, who out of curiosity diverted from 
his official itinerary to follow the trail to this remarkable group of temples which his 
palki-bearers had talked about. 6 General Alexander Cunningham put Khajuraho on the 
world map when he explored the site on behalf of the Archaeological Survey of India and 
described what he found in glowing terms. 22 temples out of the original 85 have 
survived the rough weather conditions over long years of time and still amongst the 
greatest examples of medieval Hindu sculpture and architecture in north India. Scattered 
across a dusty landscape, these temples were shared in style and the site by both the 
Vaishnavites and Shaivites and even Jainas. Different components of these temples have 
affinity with the temples of the other regions. But still the ingenuity of the builders of 
Khajuraho can not be denied. Nor can be they stated mere imitation. According to Prof. 

o 

O.C. Ganguly Khajuraho style in many respect an independent growth. The Chandella 
kings are recognized as a great builders and patrons of art and architecture. This quality 
supported by the group of magnificent temples at Khajuraho. 9 These temples are of 
mingled faith Shaivite, Vaishnavite and Jain in keeping with the prevalent religious 
convictions of the 9 th to 11 th century. 10 By this we can judge that this was an age of 
extreme toleration. 11 The temples are well planned and are of ordinary size. Maximum 
height of these temples is 100 feet. But the size doesn’t lessen their beauty and attraction. 
They are famous for art and architecture not for size. They have their own identity . 
Re-emergence in the Nineteenth Century 

It took around three centuries for Khajuraho to surface again. In 1818 Khajuraho found a 

i a 

place on the map prepared by Franklin. These were ‘discovered’ by T.S. Burt in 1838, a 
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young officer in the British colonial army. The first local ruler to take interest in the 
preservation of these temples was Maharaja Pratap Singh, who, between 1843 and 1847, 
undertook large scale renovation of the Khajuraho temples. However, since he used lime 
and brick in the repair work, which did not suit the ancient monuments, some of his 
renovations had to be removed later by the Archaeological Survey of India. General F.C. 
Maisey has been credited with the earliest drawings of Khajuraho, which he made in 
1852. 14 

Sir John Marshall and Henry Cousens, in 1904, drew a systematic conservation 
and protection programme for Khajuraho, which was implemented by the Archaeological 
Survey of India. The Chaturbhuja, Duladeva, Devi Jagadambi, and Chitragupta temple 
are some of the temples that underwent extensive renovation. In 1953, the Archaeological 
Survey of India took direct charge of the Khajuraho monuments. The temples and the 
Archaeological Museum are under the supervision of the ASI ever since. Eighteen out of 
more than fifty mounds that exist in Khajuraho have been identified for excavation by the 
ASI. Recently, a finely carved pedestal of a large early 11 th century temple has been 
uncovered in the southern area of the site. It signals that the potential of the site is yet to 
be fully unleashed, in spite of the grandeur and splendor of the presently known temples. 

Today Khajuraho has become a must visiting spot in India. The great attraction of 
it is its group of magnificent temples. These temples are the grand specimen of Indian 
temple architecture and sculpture art. They depict the philosophical background spiritual 
profundity and aesthetics as understood and practiced in medieval India 15 . The temples of 
Khajuraho are one of India’s major tourist attractions close behind the Taj Mahal and up 
there with Varanasi, Jaipur and Delhi. 16 Based on their geographical location these 
temples are divided into three main groups- (i) Western: western group belong to 
Chaunsath Yogini, Lalguan Mahadeva, Kandariya Mahadeva, Nandi, Parvati, 
Lakshmana, Devi, Matangeshvara, Varaha, Devi Jagadambi, Chitragupta and 
Vishvanatha temples (ii) Eastern: eastern group belong to Brahma, Vamana, Javari, 
Kakramath, Ghantai, Adinath, Parshvanath and Shantinath temples and (iii) Southern: 
southern group consists of Duladeo, Chaturbhuj and Bijamandal temples. 
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Review of Literature 


The review of work gives us an idea about the direction of studies done so far on the 
subject concerned. Much work has been done on Chandella art and architecture by 
Alexander Cunningham, E.B. Havell, Fergusson, Percy Brown, Stella Kramsrisch, Eliky 
Zannas, Krishna Deva, Vidya Prakash, Urmila Agarwal, Devangana Desai and others. 
The mass scale temple construction suggests a special purpose, beyond the dynasty’s 
desire to assert its power and wealth. There are several theories- such as the creation of a 
religious centre, but there is no agreement among researchers. The temples of Khajuraho 
represent the high peak of North Indian stone architecture. However, the temples are 
world famous not for their sheer aesthetic beauty but for their exquisite erotic sculptures. 

An attempt is made here to deal with the writers and their works who wrote on 
Khajuraho. The study of the Chandella history began during the 19 th century. For the first 
time, the attention of historians towards Chandella dynasty was drawn by Lieutenant 
William Price when he presented a paper on 3 February 1813 at the Journal of Asiatic 
Society of Bengal, on Sanskrit inscription found at Mau near Khajuraho. Khajuraho was 
included in a map prepared by Fra nk lin in 1818, as ‘Kajrow’. Captain W.R. Pogson 
published his book ‘History of Bundelas’ in year 1828 in which he mentioned some 
important places related to Chandellas history and art. The credit of rediscovering goes to 
Captain T.S. Burt who visited Khajuraho in 1838. He also got published a detailed 
account of the western group of temples in the Journal of Asiatic Society of Bengal. He 
briefly described the Vishvanatha, Nandi, Lakshmana, Varaha and Matangeshwara 
temples. It brought Khajuraho to the notice of a number of art and antique lovers. An 
extract from Burt’s account, which also highlights the significance of these temples “... 
before finally taking the leave of the seven temples, I shall state my opinion, that they are 
most probably the finest aggregate number of temples congregated in one place to be met 
with in all India, and all are within a stone’s throw of one another”. But authentic 
record/account on Khajuraho temples was published in Alexander Cunningham’s 
‘Archaeological Survey Reports’ Volume II, VII, X and XXI issued in the years 1864 to 
1885. These Reports are the rich source of information on this site. He made a detail 
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survey of the antiquities of Khajuraho temples, mounds, loose images and inscriptions. 
Since then many historian and scholars have written on Khajuraho. 

Among the first photographers to photograph the Khajuraho temples was Raja 
Deen Dayal features prominently. He photographed the Khajuraho temples in 1882, and 
in 1886, these were published in ‘Famous monuments of Central India’ by L. Griffin. In 
1892, some major inscriptions of Khajuraho were published in the first volume of the 
“Epigraphia Indica” by F. Kielhom. 

Smith published a scholarly paper on Chandellas in the year 1908, in Volume 
XXXVII of Indian Antiquary. Dealing with the art and architecture of Khajuraho B.L. 
Dhama (1927) issued a short guide to Khajuraho. This guide was revised by S.C. 
Chandra and reissued in 1953 under their joint authorship. H.C. Ray (1936) was the first 
who deal with the political history of the Chandellas. Keshav Chandra (1954) studied the 
Chandella’s history, culture and art on the basis of literary and archeological sources. The 
first research work on Chandella’s history entitled “History of Chandellas” was published 
in 1956 by N.S. Bose. He made an attempt to trace the full history of Chandellas. He 
discussed the administration, social, economic, cultural and religious life along with art 
and architecture during the time of Chandellas. R.C. Majumdar, A.D. Pusalker, S.K. 
Mitra (1958), Ayodhya Prasad Pandey (1968) and R.K. Dixit (1977) have also written 
about political, administrative and military achievements of Chandellas. 

The architecture, specifically the sculptures on the outer walls of the temples of 
Khajuraho, has stunned the world for centuries for its unparallel sophistication. Percy 
Brown (1942), Stella Kramrisch (1946) and Benjamin Rowland (1953) also showed great 
aesthetic perception in dealing with the architectural excellence of Khajuraho temples. 
Raymond Burnier (1950) published a beautiful album of the sculptures mostly of the 
sursundaries of Khajuraho temples. 

O.C. Ganguly (1957) published a monograph “Art of Chandellas” which for the 
first time accords aesthetic value to Chandella sculpture of Khajuraho. He also 
highlighted the sculptural wealth of Khajuraho with contribution from Stella Kramsrisch 
in art journal Marg. The same year saw the publication of serious analyses of the art and 
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architecture of temples by S.K. Saraswati. He challenged the view held by previous 
scholars that Khajuraho temples could be dated between A.D. 950-1050 and propounded 
his own scheme of chronology of temples on the basis of architectural movement in 
different parts in India during that time. He affirmed that the original temples referred to 
in the Khajuraho inscription dating from A.D. 954 -1002 were all destroyed by Mahmud 
of Ghazni and temples now stand there date from middle of the 11 th century onwards. In 
1958, S.K. Mitra published his doctoral thesis entitled “Early Rulers of Khajuraho” 
describing political history of Chandellas and also highlighted social, economic religious 
condition along with art and architecture of the Chandellas. Krishna Deva has given a 
classification of Khajuraho sculptures in his article entitled” The Temples of Khajuraho 
in Central India” in Ancient India (No. 15) in 1959 and analysed the Khajuraho 
sculptures, temple architecture and sculptural art in depth. 

Eliky Zannas and J. Aubuyer (1960) have also given a detailed description of the 
temples along with Chandellas’ cultural and political background in their work 
“Khajuraho.” Urmila Agarwal (1964) discussed the social significance of sculptures for 
the study of contemporary social as revealed in Khajuraho sculptures in her doctoral 
thesis entitled “Khajuraho Sculptures and their Significance”. She gave an account of 
contemporary dress and ornaments, hair styles, cosmetics, music, dance, painting, games, 
amusements and miscellaneous activities of everyday life. Vidya Prakash also studied the 
social life as reflected in sculptures and carvings at Khajuraho in his book “Cultural Life 
in Khajuraho Sculptures” in 1967. Kanwar Lai (1965) wrote on erotic themes of the 
temples. His book “Immortal Khajuraho” is a delightful and well-illustrated literary work 
which revels in admiring and unfolding the significance of erotic themes. Mulkraj 
Anand’s monograph “Khajuraho” highlighting the aesthetic value of Khajuraho 
sculptures was published in 1968. L.K. Tripathi has also written on the same. H.D. 
Sankalia published his paper, ‘Socio-economic background of Khajuraho’ in the Journal 
of Indian History in 1966. He made an attempt to discuss the factors which made it 
possible for these magnificent elements in its sculpture and possible reasons for the 
construction of temples at Khajuraho. Krishna Deva’s guide book “Khajuraho” published 
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by Archaeological Survey of India in 1966, gives an authentic account of Khajuraho 
temples for general readers and also for scholars. This book provides descriptions of the 
plans, design, sculptures and images of the Khajuraho temples based off of the original 
survey reports and Dr. Deva’s personal research. Krishna Deva’s monograph is a 
compilation of original data. Ramashrya Avasthi (1967) made an attempt to study the 
iconography of some important deities of Khajuraho temples in depth in his book entitled 
“Khajuraho Ki Deva Pratimayain ”. R.K. Dikshit’s thesis “Chandellas of Jejakabhukti” 
(1967) provides authentic account of history of Chandellas and is well documented. S.K. 
Dikshit (1968) has divided the history of Chandellas into two period’s viz. I. Creative 
period in Khajuraho and II. Non-productive period in Khajuraho in his book entitled 
“Spot-Light on the History of the Chandellas”. K. L. Aggarwal’s book “Khajuraho” 
(1980) contains the study of the monuments of Khajuraho in the light of geo-political, 
socio-economic and religious background. 

Devangna Desai has made a genuine contribution to the study of Chandella art 
and iconography with his book “The Religious Imagery of Khajuraho” (1966). She 
critically discussed the importance of religious imagery of Khajuraho and placement of 
images. Again this book published in 1996, in which she gave a closer view of the 
divinities and their configurations, particularly in the major Hindu temples of Khajuraho. 
She concentrated on the iconic schemes and pantheons of two magnificent temples, one a 
rare preserved shrine of Vaikuntha-Vishnu and the other dedicated to Shiva. This book 
highlights the important cult of the Yogin and the synergetic role of Surya in Khajuraho's 
pantheon. Her outstanding book Erotic Sculptures of India (1975) is a much more sober 
and scientific study of erotic sculptures of Khajuraho. She made an attempt to explain the 
meaning of erotic sculptures on the textual basis. She also published another book 
“Khajuraho” in 2000 with latest information regarding temples. R. Nath (1980) published 
his notable monograph “The art of Khajuraho”. It is the most comprehensive and well 
documented work on the art and architecture of Khajuraho, lying stress on their aesthetic 
evaluation and interpretation of erotica. R. Nath has given detailed quotations about 
feminine beauty and grace and classification of the erotic figural postures. Maqbool 
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Ahmad also had written on the same in his book “Khajuraho Erotica and Temple 
Architecture”. K.K. Chakravarti’s monograph “Khajuraho” in 1985 specifies the line 
drawings of Khajuraho temples and sculptures along with beautiful photographs. 
Laxminarayan Pachori also published his book “The Erotic Sculptures of Khajuraho” in 
1989; M.N.P. Tiwari’s “Khajuraho ki Jain Puratattava” in 1987 provides a critical 
account of Jain sculptures of Khajuraho. Shobita Punja studied the Khajuraho 
temples and published “Khajuraho: The First Thousand Years”, “Khajuraho: 
Our World in Color”, “Khajuraho and its Historical Surrounding”, “Divine 
Ecstasy: The Story of Khajuraho”, “Khajuraho” (1991), Henri Stierlin’s book 
’’Hindu India: From Khajuraho to the Temple City of Madurai” (1998) includes detailed 
photographs, drawings, plans and excavation materials of Khajuraho temples. 

K.M. Suresh made a study of different sculptures at Khajuraho in his wok 
entitled “Saivite Sculpture of Khajuraho” (1998), “Iconography of Vishnu from 
Khajuraho” (1999) and analysed the plan, elevation and section and art of Kandariya 
Mahadeva Temple of Khajuraho (1999). Dr. P.K. Mishra, published his book” 
Khajuraho- with Latest Discoveries” in 2001. The excavation of Banjamandal mound is 
important discovery whose plinth is longer that that of largest Kandariya Mahadeva 
Temple. Khajuraho Unknown (2006) by Onkar Rahi presents before us sculpture as 
manifestation of refinement rekindling creative fire all around us. It presents erotica 
where sexo-yogic postures depict Tantric and cult details whereas reverential attitude in 
erotic represents devotion and renunciation. Chelsea Gill investigated the complexity of 
the temples architectural style over time, as well as the sculptures on the temples in her 
thesis “A Comparative Analysis of the Temples of Khajuraho and the Ruling Chandellas 
of India” (2008). 

V.A. Smith gave a detail account of Chandella rulers, their temple 
architecture and art especially feminine world and eroticism in sculptures in his 
book “Khajuraho Unveiled” (2011). David Raezer and Jennifer Raezer‘s Approach 
Guide (2012) “India Revealed: The Temples of Khajuraho” provide a detailed review of 
the art and architecture of Khajuraho. It highlights the architectural advancements that 
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were undertaken to make its Hindu temples the culmination of the North India temple 
style. This guide continues with a broad discussion of Khajuraho’s sculptural legacy and 
delves into the unique character of Khajuraho’s sculptures, with a special focus on the 
religious philosophy of Tantra that inspired these masterful works. 

Need of Study 

Khajuraho represents one of the highest and most intense moments of the Mediaeval 
Hindu renaissance. Khajuraho temples are world famous for their magnificence, delicacy 
of chisel and the romance of sculptures. They form a mirror of art and contemporary life. 
It is strange but true that such an important temple town has not been mentioned in any 
text as a Tirtha are pilgrimage centre. The Puranas, the Tantras and special manuals on 
Tirthas such as 12 th century text Tirtha kanda of Lakshmidhara of Kannauj and 15 th 
century text Tirthachintamani are silent about Khajuraho. The Muslim traveler Ibn-Batuta 
was the first who mentioned Khajuraho in his traveling account. He visited this place in 
1335 A.D. The British Engineer T.S. Burt rediscovered it in 1838 A.D. Since then this 
place is attracting many historians and research scholars. There has been a lot of research 
has been conducted on art and architecture of Khajuraho temples, still many aspects of 
this subject is still unexplored. This study attempts to collate all the existing research that 
has been undertaken in this field, and potentially contribute to the existing body of 
knowledge through a structural and sculptural analysis of Khajuraho temple architecture 
and especially two main temples at Khajuraho. I have been opted this topic to deal with 
the salient aspects of Khajuraho temples. I need this study to have deep insight of 
philosophical background, spiritual profundity and aesthetic appeal of the temples. 
Objectives 

The main objectives of my study are: 

1. To know the historical significance of Khajuraho temples. 

2. To study the role of temples in socio-cultural sphere. 

3. To make a systematic study of the architecture found in temple complex. 

4. To analyze sculpture of temples and their distinctive features. 

5. To analyze the art and architecture of Lakshmana and Kandariya Mahadeva temple. 
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Period of Study 

The period of present study is 10 th century A.D. to 13 th century A.D. Chandellas emerge 
as a power during the early 10 th century and survived as a powerful independent royal 
family until the close of the 13 th century. Before coming to the power they were 
feudatories under the empirical Pratiharas. The magnificent temples of Kliajuraho were 
built by Chandellas. They do not illustrate a development over a long period of time. 
They were all erected within the relatively narrow interval of a hundred years from about 
A.D. 950 to 1050. The whole area was enclosed by a wall with eight gates each flanked 
by two golden palm trees. There were originally over 85 temples of which only 22 now 
stand in a reasonable state of preservation scattered over an area of above 8 sq. miles. 
Scope 

Many scholars have dealt with the architectural development, the socio-political 
atmosphere and philosophical aspects of the erotic contents at Khajuraho. The present 
study aims to have deeper insight into the role of temples of Khajuraho in various spheres 
of life from the ancient time to the modem days. It also analyses the contribution of the 
sacred place Khajuraho to the origin and development of the temple cluster. Another 
endeavor of this research is to bring out salient features of Khajuraho temples art and 
architecture. 

Study Temples 

The present study aims at art and architecture of Lakshmana and Kandariya Mahadeva 
temples of Khajuraho. These temples are considered the high point of architectural genius 
in the medieval period. These temples are situated in southern parts of western group of 
temples of Khajuraho (Figure 1.1) and aligned east to west, with the entrance facing east. 
Western group of temples spread over the 11.307 hectares area. Lakshmana temple is the 
earliest organised and well-planned temple of Khajuraho which was constructed in about 
A.D. 950 while Kandariya Mahadeva, a century later, is more magnificent and has 
mature plan and designs. Both the temples are biggest and tallest among the other 
temples of all groups of temples. These temples are richly carved internally and 
externally with excellent sculptures that are frequently sensual and, at times, 
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Fig. 1.1 Study Temples: Lakshmana and Kandariya Mahadeva of Khajuraho (western group) 


sexually explicit. These temples are made of fine sandstone. The builder did not use 
mortar; the stones were put together with mortise and tenon joints and they were held in 
place by gravity. This form of construction requires very precise joints. The columns and 
architraves were built with megaliths that weighted up to twenty tons. Lakshmana temple 
is situated in front of Lakshmi and Varaha temple, and Matangeshvara temple sits parallel 
in southern. It is 80 ft in height. Lakshmana temple is dedicated to Lord Vishnu. It houses 
a sacred image of Vaikuntha-Vishnu brought from Tibet. Though the temple is one of the 
oldest in the Khajuraho field, it is also one of the most exquisitely decorated, covered 
almost completely with images of over 600 gods in the Hindu Pantheon. It looks elegant 
and well-developed panchayatna temple. The plan of this temple is sandhara type, with 
two pairs of transepts. Lakshmana temple is probably the earliest and best preserved of 
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Khajuraho. Kandariya Mahadeva temple is situated at the distance of just 200 m 



Fig. 1.2 Satellite images of western group temples of Khajuraho 


from west of Lakshmana temple and southern side of the Devi Jagadambi. This temple is 
stands on common platform with Jagadambi. Kandariya Mahadeva is one of the largest 
and dedicated to Shiva in the form of Shiva-Linga enshrined in the sanctum-sanctorum. 
Architecturally and sculpturally it is most impressive in India owing to its perfection of 
design and profusion of sculptures. It marks the most evolved and finished temple of 
North Indian style. This is the alone temple which have two makra-toranas. Kandariya 
Mahadeva temple displays few number of sculptures of alluring beauty appears on the 
three bands on its wall and represented gods and goddesses, mithunas, apsras, 
surasundaries, vyalas and nagins in recesses. 
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Source of Research Work 

This study work is based on archival research and other documentary, literary works and 
theoretical investigation on ancient treatise and modem research works on the temple 
architecture of India and especially on temples of Khajuraho. The archival research has 
helped to bring out the basic concept of architecture and how it influenced the design of 
Khajuraho temple architecture. 

Research Plan 

This research work is divided in eight chapters. The first chapter is introduction of the 
study. The second chapter deals with the physical and regional setting of Khajuraho. 
Khajuraho had the advantage of having the significant and natural setting with low lying 
hills, thriving forest and Khudar River on the southern side. This features provided an 
almost inimitable surroundings to the superlative temples. Environmental geography 
played a key role in the selection of site and construction of temples. The popularity of 
the Khajuraho’s art and architecture has made the place one of the most popular tourist 
destinations and in the UNESCO list of the World Heritage Sites in the nation. The third 
chapter contains an account of the political background and administration of the 
Chandella king- the builders and patrons of these magnificent temples. The Chandella 
kings are recognised as a great builders and patrons of art and architecture. The fourth 
chapter is related with general distribution and historical significance of these temples. 
From A.D. 900 to 1150, a period of 250 years, a large number of temples were built at 
Khajuraho. It specifies the chronology of the temples. 

The fifth chapter deals with architecture patterns of temples. Every style of 
building construction reflects a clearly distinctive basic principle that represents a 
particular culture and era. Three most basic forms of temples architecture were prevailing 
in north as well as in the south India, the Nagara or the Northern style, the Dravida or the 
southern style and the Vesara or mixed style. The temples of Khajuraho built in central 
India are marvelous example of Nagara style of architecture. The archaeological analysis 
of temple architecture includes analysis of the temple plan, the ceiling architecture, 
construction material and sculptural contents of the temples and architecture of temples 
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of Khajuraho are analysed on these grounds. The sixth chapter contains the art and 
architecture of Lakshmana Temple. Lakshmana Temple is one of the oldest and finest of 
the western group of temples of Khajuraho. Sculpturally and architecturally, this temple 
has remarkable features which are analysed in detail. The seventh chapter describes the 
art and architecture of Kandariya Mahadeva Temple. This temple has been praised as the 
pinnacle of the tradition of medieval Hindu North Indian temple building and is the 
largest and most ornate Hindu temple. The last chapter is related with the conclusions. 
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Chapter II 

Physical and Regional Setting of 

Khajuraho 


Section - A: Natural Attributes 

Location 

Madhya Pradesh is kn own as the ‘Heart of Central India’. It is primarily because of its 
location in the center of the country but also it has been home to a cultural heritage of 
Hinduism, Buddhism, Jainism and Islam. There are a lot of mountain ranges, meandering 
rivers and miles of dense forests having a unique and exciting panorama of wildlife in 
Madhya Pradesh. It has numerous places of interests for the pilgrims, adventure seekers, 
history lovers, wildlife lovers and the people who keep also interest in art and 
architecture of ancient India. The ancient monuments of Madhya Pradesh depict a rich 
and civilized culture and tradition of ancient India. All around the state, Khajuraho is one 
of the foremost destinations regarding the temples which are famous in the entire world. 

Khajuraho is a small modern village situated on the left bank of Khudar-Nala, a 
tributary of the Ken River, in Chhatarpur District of northern Madhya Pradesh (Fig. 2.1). 
Khajuraho extends between 79°54'30" to 79°56'30" east latitudes and 24°50’20" to 
24°51'40" north longitudes. It has an altitude of 282 meters (928 feet) above sea level. 
Khajuraho is about 9 km away from the railway station. The airport is much closer to the 
town than the railway station. There is no bus service from the railway station to the town 
at present. Only autos and taxies are mean of transportation from railway station to town. 
Khajuraho is situated at a distance of 47 km to the east of Chhatarpur town, 55 km to the 
south of Mahoba- a historic town of the region in the neighbouring Hamirpur district of 
the Uttar Pradesh, 400 km to the north of Jhansi, 40 km to south-west of Panna (an 
important trade centre due to its diamond mines) another district town of Madhya 
Pradesh. It is located 600 km south - east to Delhi. 1 Khajuraho covering an area of about 
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Fig. 2.1 Location of Khajuraho 
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21 sq. km. is surrounded by the hilly ranges of Vindhyachal Mountains as its beautiful 
backdrop. A small stream flows by the town in the midst of lush forest and the wild 
natural growth tends to enhance the scenic beauty of the place. The nearby hills supplied 
the builders with massive slabs of stone needed for erecting the huge structures which are 
built entirely of sandstone. 


Linkage 



Fig. 2.2 Khajuraho Linkage 

Khajuraho today is well connected with other major tourist centre and is easily accessible 
by air, rail and road. Khajuraho airport is located 5 km from the town. Khajuraho is daily 
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served by Air India offering flight from Delhi, Varanasi and Mumbai, Jet Airways 
offering flights from Delhi and Varanasi and Kingfisher offering flights from Varanasi. A 
train station was opened in Khajuraho in 2008, linking it to Jhansi (175 km) on the Delhi- 
Chennai/Bangalore/ Trivandrum mainline. There is daily direct train (UP Samparak 
Kranti) from Hazrat Nizamuddin (Delhi) - Khajuraho Link Express and back. This runs 
from Delhi Hazarat Nizamuddin to Khajuraho 6 days a week except Wednesday. Another 
daily rail linkage from Khajuraho to Varanasi and come back. Khajuraho is connected 
with major parts of Rajasthan by Rail since the extension of Udaipur-Gwalior Express till 
Khajuraho, which now connects the two travel destinations via Jhansi and Agra. The 
town is also connected by a major road with state highway at Bamitha, situated at a 
distance of 12 km. Direct buses are available from Gwalior, Jhansi, Jabalpur, Satna, 
Chhatarpur, Harpalpur, Mahoba, Panna, Bina, Bhopal (Capital of Madhya Pradesh), 
Indore, Kanpur, Banda, Agra, Varanasi, Tikamgarh and Sagar. 

Site 

The site of Khajuraho was well furnished with jungles, hills, valleys, tank known as 
Khajur Sagar and even with a small stream. A lake and a tank on the right and left are 
missing. It is said that in order to build the sacred structures completely in accordance 
with the texts the 10 th century architects dug out a tank known as the chopra on the left 
and the Sivasagar lake on the right of the temple. According to the Vishnudharmotra the 
images should be installed at riversides, in forests in gardens in valleys on hilltops and in 
caves because at these places, the ‘deni z ens of heaven’ are present. - Therefore a temple 
should be built at a place having tank. A temple built in such conditions is considered to 
be auspicious. The site of Khajuraho is suitable for temple architecture. Nature herself 
has made it a great temple city. The nearby hills supplied the builders with massive slabs 
of sandstone which were used in building the huge structures. 

Topography 

The river Ken flowing at a distance of 12 km west of Khajuraho define the boundaries of 
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two district, namely Chhatarpur towards west and Panna towards east and divides the 
area into two types of landforms- 

i Plain Area- situated on the western side of the river, slopes towards east up to river 
Ken with scattered hill outcrops. 

ii Hilly Area- its situated on eastern and south-eastern side consist of the Vindhya 
ranges. 

The hillocks attain a maximum height of 586 m near Chandanpur in Bijawar 
tehsil. River Ken is historically an important river of the region. In Chhatarpur District it 
flows north and then takes a turn towards east and enters Banda district of Uttar Pradesh 
to meet river Yamuna. It is perennial, but not navigable. Both the banks of the river, 
south of Khajuraho are heavily wooded. The river, while passing through this area, 
creates many natural falls. A huge water expanse known as Gangau reservoir has been 
created by putting a dam on the river in this area. The areas to the north-west of river Ken 
consist of the scurry and plain land, but contain a number of hill outcrops within a 
distance of about 10 km from Khajuraho. An irrigation tank known as Benisagar lake has 
been constructed by putting a dam on Khudar river which is situated towards southwest 
of Khajuraho. Beside Khudar River are some major nalas namely Godria, Nandi, Sukha, 
Dula, Narwa, Pantha and Gontar which mostly flow in the north-east direction and drain 
into Kunti and Khudar rivers. The area is also characterised by a number of ponds. 

Dantla and Lawaniya hills in the east dominate the surrounding landscape of 
Khajuraho temples as these hills are within the visual limits. The important hillocks 
which line up towards west are Dar Pahar (313 m), Gopi Pahar (328 m) and Jusca Pahar 
(573 m). These hills provide a back-drop to the temples on the western side. The area 
falling within the radius of 30 km is the recipient of the opulent nature’s bounty. It is 
endowed with abundant forest, verdant valley and mountain peaks, presenting spectacular 
sceneries, thrilling natural falls and magnificent water expanses. It is also an abode of the 
precious and rare species of wild life. The area is also endowed with diamonds near 
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Panna. The drainage system of this area along its bank has supported town and cities 



Fig. 2.3 Regional map of Khajuraho during Chandella Period 10 th -13 th Century A.D. 


of great historic and religious significance which are supposed to be the cradles of the age 
old civilization of this country. 

Climate 

Madhya Pradesh is a geographically region of great variety. The western part of the state 
is dry, while the central and northern region in which Khajuraho lies is well watered and 
relatively fertile. To the east is the bamboo forest of Bandhavgarh and further in that 
direction the great forests of Chhatisgarh and Bastar. Khajuraho has an extreme tropical 
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climate. It offers pleasant climatic conditions from October to February. During period 
minimum temperature falls to 7°C, while the maximum temperature rises to 32°C. The 
summer months are rather hot. The minimum temperature remains around 20°C, while 
the maximum temperature particularly from April to June rises to 47°C respectively. Hot 
wind blow during May and June. Even during winter months particularly October, 
November, February and March the mid day is rather hot. The average rainfall is nearly 
1070 mm to 1145 mm. 

The rainy season is spread over three months, i.e. from mid June to mid 
September. A moderate monsoon serves to refill the Khajuraho village tanks and feed the 
surrounding forests. This moderate climate and mountainous countryside has created a 
rich variety of local flora and fauna. It is slack season for tourist to visit, picnic and 
wander amidst the temples. Monthly average temperature and rainfall of Khajuraho is 
shown in figure 2.4. 
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Fig. 2.4 Monthly Average Temperature and Rainfall of Khajuraho 
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Physical Features 


Khajuraho had the advantage of having the significant and natural setting with low lying 
hills, thriving forest and Khudar River on the southern side. This features provided an 
almost inimitable surroundings to the superlative temples. The city is said to have been 
surrounded by protective walls of which foundations are visible only at a few place. What 
now remains of the Capital is a small village situated at a distance of 2 km from the 
temple group. The temple complex and village lie on a relatively flat land with gentle 
slope towards south and north-east. The natural boundary is provided by Khudar River on 
the southern side and nala flowing towards north-eastern side of the village. The temple 
complex is surrounded by four low lying hillocks- Bammi Khera and Achnar on the 
northern side are situated within a distance of 3 km, Dantla situated on the eastern side at 
a distance of approximately 3 km and Lavania on the south-eastern side situated at a 
distance of about 3 km. All these hillocks provide a fine-looking background to the 
temple complex. 

Lamentably, all these hillocks are barren except Achnar, which has some growth. 
It appears that forest in this area has been destroyed in the recent past. There are three 
tanks viz., Ninora Talab, Shiv sagar and Foota Tal within in a distance of 1 km from the 
western temple group. Ninora tank is utilized for Nistar of the village. Shiv Sagar tank 
retains water throughout the year and situated near Shiv temple, this tank is utilized by 
the pilgrims particularly during the Basant Panchami and Shivaratri. Foota Tal does not 
retain water for almost 9-10 months in a year. 

Flora 

The environmental backdrop of Khajuraho is a treat to tourists and naturalists alike. The 
environmental setting in Khajuraho is rural and it has fare environment. No doubt the 
environment in Khajuraho is very relaxed and area is considered as ‘tension-free’ for the 
domestic as well as for the foreign tourists. The area still surrounded by some beautiful 
teak forests of Panna and Chhatarpur districts. The region is almost free from major 
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industries and unlike 20 and 48 percent national forests cover, in Panna and Chhatarpur. 
The flora and fauna of the region are relatively less disturbed. Teak forests of Panna and 
Chattarpur surround Khajuraho. Although, the structure of these forests has been altered a 
great deal during the past decade, they still keep their natural character. The dominant 
tree is Sagon (Tectona grandis). There are many wild species of trees are observed in the 
area, such as Amaltas ( Cassia fistula), Bahera ( Terminalia bellerica), Gular (F. 
glomerata ), Mahua ( Madhuca indica), Shisham ( Dalbergia sisso ) and Siris (. Albizzia 
lebbek) blooming on roadsides. Some other common roadside exotics recently introduced 
in the area are tree species Cassia siamea, Acacia auriculiformis, Eucalyptus, prosopis 
specigera etc. The tradition plants which still exist in Khajuraho are Aam, Jamun, Ber, 
Neem, Bargad, Peepal, Shisham and Khajur etc. 

Some wild species of medicinal plants which should be conserved in this area are 
Ashwagandha (Withania somnifera ), Bel (Aegle marmelos), Kutaj (Holarrhena 
antidysetrica), Mustak (Cyperus rotundus), Agnimantha (Clerodendron phlomoides), 
Bidari khand (Pueraria tuberosa), Punarnava (Boerhavia diffusa), Triphala (Terminalia 
bellerica), Giloy (Tinospora cordifolia), Anantmool (Hemidesmus indicus), Arishtak 
(Sap indus trifolius), Bakuchi (Psoralea corylifolia), Dantee (Baliospermum montanum), 
Brahuti-Bharangi (Solanum indicum), Malkangni (Celastrus paniculatres), Safed musli 
(Chlorophytum indicum). Kali musli (Curculigo orchiodes), Ghrit kumari (Aloevera) and 
Sagargota (Caesalpinia bonducella). 

Fauna 

Common countryside bird Desi myna (Acridotheres trestis) along with two other jungle 
mynas- Bamni myna (Sturnus pagodarum) and Albaki myna (S. contra) are most 
important species in Khajuraho. There are also two species of crows, Desi Kaua (Corvus 
splendens) and junglji Kaua (C. marorhynchos). Ordinarily the two species seem to 
exclude each other and only rarely occur together, yet in Khajuraho both these species 
can be seen. Psittacula krameri is a common parrot of the region. The most beautiful bird 
which may be seen in the countryside of Khajuraho is peacock (Pavo cristatus). The 
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coming of the spring season invites Koyal (Eudynamys scolopacea) to the scene which is 
advertised by the crescendo of their love calls throughout their breeding season. Another 
common bird, which is considered auspicious by the local people, is Neelkanth (Coracias 
bengalensis). This could be seen along with Patriniga (Merops orientalis) sitting on 
telephone wires. 3 

Some birds like martens (Delicon urbica) and swifts (Chaetura sylvetica) are 
problems. They nest within temples and archaeological monuments from where they are 
frequently removed. A common insectivore of this area is Latora (Laninus lahtora) which 
is present throughout the year. The most prominent among ground feeding birds which 
keep themselves hiding among buses and grasses are Titars (Francolinus pictus), Bater 
(Coturnix coturnix) and Lawa (Perdicula asicitica) 

Langurs (Presbytes entellus) and Banders (Macaca mulatta) are common 
countryside species of monkeys. Other mammals found in this area are Foxes (Vulpes 
bengalensis), Mongoose, Hares (Lepus nigricollis) and Squirrels (Fumumbulus pennata). 

Khajuraho: The Landscape Geometry for temples 

The first step towards the construction of a temple is the selection of land. Even though 
any land may be considered suitable provided the necessary rituals are performed for its 
sanctification, the ancient texts nevertheless have the following to say in this matter: ‘The 
Gods always play where groves, rivers, mountains and springs are near, and in towns 
with pleasure gardens.’ Not surprisingly thus, many of India’s an ancient surviving 
temple can be seen to have been built in lush valleys or groves, where the environment is 
thought to be particularly suitable for building a residence for the Gods. No matter where 
it is situated, one essential factor for the existence of a temple is water. Water is 
considered a purifying element in all major traditions of the world, and if not available in 
reality, it must be present in at least a symbolic representation in the Hindu temple. The 
practical preparations for building a temple are invested with great ritual significance and 
magical fertility symbolism. The prospective site is first inspected for the ‘type’, of the 
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soil it contains. This includes determining its colour and smell. Each of these defining 
characteristics is divided into four categories, which are then further associated with one 
of the four castes: White Soil- Brahmin, Red Soil- Kshatriya (warrior caste), Yellow Soil- 
Vaishya and Black Soil- Shudra. Similarly for the smell and taste; sweet- Brahmin, sour- 
Kshatriya, bitter- Vaishya and astringent- Shudra (a reminder perhaps of the raw-deal 
which they have often been given in life). The colour and taste of the soil determines the 
‘caste’ of the temple, i.e., the social group to which it will be particularly favourable. 
Thus the patron of the temple can choose an auspicious site specifically favourable to 
himself and his social environment. After these preliminary investigations, the selected 
ground needs to be tilled and leveled. The basic plan of a Hindu temple is an expression 
of sacred geometry where the temple is visualized as a grand mandala. 

By sacred geometry we mean a science which has as its purpose the accurate 
laying out of the temple ground plan in relation to the cardinal directions and the heavens. 
Characteristically, a mandala is a sacred shape consisting of the intersection of a circle 
and a square. The square shape is symbolic of earth, signifying the four directions which 
bind and define it. Indeed, in Hindu thought whatever concerns terrestrial life is governed 
by the number four (four castes; the four Vedas etc.). Similarly, the circle is logically the 
perfect metaphor for heaven since it is a perfect shape, without beginning or end, 
signifying timelessness and eternity, a characteristically divine attribute. Thus a mandala 
(and by extension the temple) is the meeting ground of heaven and earth. These 
considerations make the actual preparation of the site and lying of the foundation doubly 
important. Understandably, the whole process is heavily immersed in rituals right from 
the selection of the site to the actual beginning of construction. Indeed, it continues to be 
a custom in India that whenever a building is sought to be constructed, 
the area on which it first comes up is ceremonially propitiated. The idea being that the 
extent of the earth necessary for such construction must be reclaimed from the Gods and 
goblins that own and inhabit that area. This ritual is known as the ‘pacification of the 
site’. Indian mythology admits the whole earth as one complete temple as also the human 
body. Shiva is considered to be the lord of three mythical realms- Dev-lok, Bhu-lok, and 
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Patal-lok (the heaven, the earth and nether worlds) and controller of five life substances- 
Prithvi, Jal, Vayu, Agni and Akash. Shiva as cosmic dancer controls the cosmic rhythm 
of time evolution and dissolution. Legends admit the Khajuraho a sacred place where the 
cosmic marriage of Shiva was performed. On the eve of Maha-Shivratri, the 
Matangeshwara Temple becomes the venue of celebrations of Phalgun Krishna- 14 th 
every year. Hence the Matangeshwara temple serves as the naval base from where 
various sites converge to form alignments in the sacred landscape geometry of 
Khajuraho. Chandellas guided by the astronomer-priests and archeologists must have 
observed an order in nature corresponding to the aspect physical reality. 

In may, 1996 a field survey was conduced using Garmin-45 receiver to map out 
the differential global position system measurements using detailed topographical charts, 
C.F. and Rana P.B. Singh, “Sacred Territory of Khajuraho: A Search in Landscape 
Geometry”, The Lay hunter (Cornwall, London). This study mapped out 56 water pools 
and ponds, while according to local traditions the number would have been 64 in the 
ancient past. The water-pool symbolizes the union of the Sun (fire), the earth and the 
water, parallel to that of the heaven, the earth and nether worlds. Each temple must have 
had a pond or pool. The location of survived 25 temples and ruined sites has formed a 
series of alignments and correspondences in landscape, its roots go to the ancient wisdom 
of perceiving the earth spirit. The perceived order in Nature is transferred on the 
landscape by the location of these sacred sites making an orderly network of alignments. 
This landscape study of Khajuraho identifies the latter as a predominantly Shaivite 
landscape. Since the numbers 3 and 5 are eulogised as sacred symbols associated with 
Shiva (Trilokinatha), it is interesting to note that the outer geometrical shape of 
Khajuraho is made of three triangles, which finally converge into a pentagon. According 
to ancient treatises Kalinjar in the vicinity of Khajuraho was one of the tapasayasthnas. It 
was looked upon as tritha since the days of the Mahabharata. 4 Hindu mythology of 6 th - 
7 th century C.F. also describes that Shiva after his marriage with Parvati enjoyed living 
on the dramatic hill top of Kalinjar, known as the entry point in the mythical landscape. 
The centre of this territory is Khajuraho, a place where the gods loved to visit, a time 
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worn realm where myth, history and Cosmo-vision of environment mingle and give each 
site a specific significance in the overall system of the landscape geometry. The site of 
Khajuraho was situated on an ancient pilgrimage route and large number of temples 
perhaps could have been built to create a kshetra or temple town. 



Fig. 2.5 Spatial view of monuments in Khajuraho 

The alignment and correspondence among these the sites result to form a series of circles 
and its superimposition, and a series of triangles too. The Lakshmana temple is 
considered as the naval base, an axis mundi. Considering Lakshmana temple as the centre 
and variation of the azimuths the 24 sites can be classified into five groups (i) less than 
45° frequency : J3 (ii) 46° to 90° : /4 (iii) 91° to 180° : fl 0 (iv) 181° to 270° : /4 and (v) 
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271° to 360° :J3 (table 2.1). The Khajuraho complex is divided into three parts. The most 
significant is the western group that comprises the oldest Chaunsath Yogini, Chitragupta, 
Lakshmana and Matangeshvara temple, among others. The eastern group includes 
Brahma temple and several Jain temples. The southern group has only two temples- 
Duladeva and Chaturbhuja temple. The western group of temples symbolically forms 



Source: Sacred Territory of Khajuraho: Landscape Geometry, Vol. II, Rana P.B. Singh. 

Fig. 2.6 Landscape Geometry and Topography of Khajuraho 


a cosmic design of a hexagon (a yantra or Cosmo gram) with the three faces of Shiva 
(Matangeshwara, Kandariya and Vishvanatha)- male/matter, and the three forms of Devi 
(Devi Chhatri, Chaunsath Yogini and Devi Jagadambi)- female/spirit. At the centre of 
this hexagonal star-shaped yantra lies the Lakshmana temple. This centre symbolises the 
integration and synthesis of matter and spirits, resulting in a creation of energy. Historian 
Shobita Punja offers a cutting-edge perspective on Khajuraho. She envisions the entire 
complex as a permanent mythic recreation of the Divine marriage of Shiva and Parvati. 
On Shivaratri, the giant lingam of Matangeshvara temple is bathed, dressed and adorned 
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like a bridegroom. In fact, it is believed that besides Matangeshvara, Kedaranath and 
Kashi are the only two mythologised cremation areas where Shiva wanders. 

Section - B: Man-Area Relationship 

Relative Importance of Khajuraho 

Today, Khajuraho has gained importance as a tourist’s centre of world repute. Khajuraho 
has a vogue for foreign tourists and has certainly carved out a place in the rank of other 
tourists’ centres of the country like Agra, Ajanta, Ellora, Varanasi, Fatehpur Sikri, Puri 
etc. Throughout the year tourists had been visited in Khajuraho. Khajuraho has an 
economic relationship with surrounding urban centres of Chattarpur, Mahoba, Panna and 
Satna. Out of these, Mahoba is one of the important passenger bus terminal centres for 
Khajuraho. In respect of higher education, health and recreational facilities Khajuraho 
depends on Chhatarpur. The wholesale trade and commercial needs are collect generally 
from Satna and Chhatarpur. Rajnagar, a tehsil headquarters of Chhatarpur district is one 
of the biggest and nearest settlement situated at a distance of about 5 km to the north of 
Khajuraho. Rajnagar functions as a primary collection centre for agricultural and forest 
products. Khajuraho mainly depends upon Rajnagar for the supply of food grains, oil, 
milk, ghee, vegetables, meat, eggs, etc. It in turn provides service occupations to the 
residents of Rajnagar in professions like rickshaw pulling, autos and taxi driven, services 
in hotel, tourists guide and other manual labour. The inter-relationship and inter¬ 
dependence of Khajuraho with Rajnagar is so strong that Khajuraho would have 
remained devoid of all the essential services and would not have functioned well without 
Rajnagar. 

The other important settlements inter-related with Khajuraho are Bamitha, Ganju 
and Chadranagar. Bamitha is a fast growing urban knot about 12 km south of Khajuraho. 
In immediacy to Khajuraho, the villages having direct linkages situated on other side of 
Bamitha-Rajnagar road are Lalgawan, Kliaroli, Udaipura and Gora in western side and 
Tikri, Jatkari, Nemiganj and Achnar in eastern side. The villagers from these villages are 
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finding some work opportunities in Khajuraho and also supply the milk and vegetables to 
Khajuraho. 

Physical Growth and Economy in Khajuraho 

Being a place of ancient temples, this place has got lots of historical significance attached 
to it. Since the place attract tourists from different parts of the country as well as abroad, 
the maximum portion of the economy of this area depends on tourism. Be it in a direct 
manner or indirect, almost every household of this region gets benefited from tourism. 
Apart from that, agriculture and farming form other major contributors to the economy of 
this historical place. The livelihood of the Khajuraho peoples are majorly depends on 
tourism. The peoples of the region are working others activities such as driven Taxies, 
Autos and tourists buses and shops. Hotels and restaurants etc. 

The influx of a large number of tourists during the last two-three decades has 
given impetus to Khajuraho physical growth. This village witnessed the growth of tourist 
infrastructure during this period, primarily in the form of hotels and the proliferation of 
tourist related commercial activities near the western group of temples along Rajnagar- 
Bimtha Road. High class hotels are also constructed on out-skirts of the town. Other 
amenities are also provided to the town. All round improvement of infrastructure 
facilities and amenities are acknowledged by the local residents. The streets are clean and 
paved. Drainage and water supply has been provided to all. This physical development 
has transformed this once sleepy village into a reasonably attractive settlement. But the 
haphazard manner constructions and commercial expansion has spoiled the beauty and 
serene atmosphere of western group. Similarly many hutments opposite Shiv Sagar, 
Chawl type construction near Jain temple have obstructed the view of temples and 
spoiled their architectural composition. This heavenly beauty of the art and architecture 
of these temples is also suffering due to environmental problems. 

Agriculture & Tourism both are responsible towards deteriorating environmental 
condition in Khajuraho. Khajuraho’s soil is not very fertile. Readily available organic 

34 


Indological Truths 


manure, farmers in the vicinity are more inclined towards chemical fertilizers and 
pesticides. This is seriously affecting the quality of soil and making the crops and lands 
poisonous. Apart from its 20,000 inhabitants, Khajuraho has a floating population of 
roughly 4 lac tourists per year. The garbage and litter produced by them is thrown in the 
open. There are 5 five-star hotels at Khajuraho but none is equipped with recycling, waste 
or water treatment plant. Worse still, most of these hotels are disposing off their waste 
and sewage in open grounds. The lifestyle and eating habits of tourists includes use of 
tinned food and disposable items which further aggravates the situation. Though 
Khajuraho has no polluting industry in its immediate vicinity, but the increasing 
population and tourist inflow supplemented by heavily increased vehicular traffic 
specially diesel driven auto and tempos is causing emission of noxious gases. 

The land around Khajuraho has been cleared for agricultural and other 
miscellaneous purposes and the remaining of its greenery too is being rooted off under 
increasing pressure of growing urbanization and vested human interests. Due to dense 
habitation and improper land use, the watershed is disrupted. The lifelines of the existing 
water-bodies in the form of canals and channels are mostly wiped out. The course of 
natural water flow during monsoons have been blocked or altered at convenience by 
those occupying these lands. Khajuraho once boasted of being a huge lake itself and 
today, only 8 water-bodies remains. Even the 3 small water-bodies - Shiv sagar, Prem 
sagar and Ninora Tal - which are the largest in Khajuraho, gets dried up every year. 
Lakes are shrinking, watersheds are dying, water table in the region looks determined to 
penetrate deeper in the ground with each passing year. These bad omens of 
environmental deterioration and disintegration are too serious to be overlooked any 
further. 

Demographics 

According to census 2011, Khajuraho had a population of 24,504 persons. Males 
constitute 53% of the population and females 47%. Khajuraho has an average literacy 


35 


Indological Truths 


rate of 61.3%, higher than the national average of 59.5%. Male literacy is 68.9%, and 
female literacy is 52.76%. In Khajuraho, 15% of the population is under 6 years of age. 

Khajuraho Development Plan 

Khajuraho and its environment have been designed by the State Government as a Special 
Area to control its unusual development problems. In 1975 a draft of Khajuraho 
Development Plan was produced which It has largely guided subsequent development in 
Khajuraho, finally came into existence from 10 March 1978, and is replaced by 
Khajuraho Development Plan of 1991 that refers to the development vision to 2011. 

On the line of landscape planning and environmental cleanliness and 
beautification of the World Heritage Sites of Khajuraho, the INTACH (Indian National 
Trust for Art, Culture and Heritage, New Delhi) initiated an extensive study for the 
sustainable development of the Khajuraho in January 1998 to suggest integrated planning 
strategy for the next thirty years and it was completed within a period of one year. This 
project had three inseparable components- the land, the people and unique cultural 
ingredient of this region. 

This report was presented to then Honorable President of India, Shri K.R. 
Narayanan, on 7 th March, 1999. The Khajuraho Planning Team adopted a consultative 
approach with a series of focus group discussions and participatory rural appraisal 
meetings to formulate a comprehensive strategy. Various resource persons, with expertise 
in constituent issues from within and outside Khajuraho were also consulted. This 
strategy attempted to rejuvenate the conceptual and physical environment of Khajuraho, 
with its numerous temples and tanks set amidst verdant villages, without losing sight of 
the realities of the present and future: the needs and aspirations of the people, the growing 
demands of tourism and the resultant impact on the region. The area around the World 
Heritage Site was surveyed to map all relevant physical characteristics and a detailed 
inventory of all the heritage components was prepared. Satellite imagery interpretation 
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coupled with ground-truth verification and rigorous consultations enabled a detailed 
assessment of the natural resource condition in the whole region. 

The Report 

The Conservation and Sustainable Development Strategy document for the Khajuraho 
Heritage Region consists of the following aspects: 

1. The Khajuraho Heritage Region comprising approximately 38,000 hectares spanning 
42 villages with approximately 65,000 people. 

2. Within this region, the inter-dependence between the activities resulted in the 
definition of the Khajuraho Heritage Zone which includes 14,000 hectares spanning 
12 villages with approximately 30,000 people where all the prime heritage 
components identified are located. 

3. The immediate environs around the World Heritage Site were also delineated for 
detailed action proposals. 

The second half of the report presents the action programme consisting of three 
integrated components with their action proposals: 

■ Integrated Heritage Management 

- Sustainable Tourism Development 

■ Integrated Community Development 

The Integrated Heritage Management Programme proposes the establishment of 
development control and regulatory mechanisms to significantly improve the immediate 
environs around the World Heritage Site. As a means of restoring respect and status to 
the heritage, specific recommendations have been made to conserve the unique landscape 
character and view the corridors of Khajuraho. Landscape improvement projects for the 
western group of temples and other monuments are outlined. Specific proposals are also 
drawn up for tree planting, improvements in circulation patterns, new parking areas, 
shops and amenities in all important locations. Suggestions are also provided for 

37 


Indological Truths 


revitalising and managing various heritage components, including archeological mounds, 
18 th century gardens, temples, traditional settlements, vernacular architecture, water 
bodies and other natural landscape features. The protection and interpretation measures 
are to be implemented with the participation of the local communities. The proposal for a 
Khajuraho Heritage Resource Centre has also been provided. 

The Sustainable Tourism Development component of the action programme 
provides specific suggestions for improvement of air, rail and road transport systems such 
that it becomes more convenient to visitors and also benefits the local communities. 
Proposals for up gradation of tourism facilities including signage, tourist information 
centres, rest houses, refreshment stalls, toilet facilities and drinking water facilities are 
also provided. For enriching the experience of the visitor to Khajuraho and enhancing 
benefits to the local communities by increasing the number of stay days, a variety of 
tourist circuits in and around Khajuraho Region are outlined. These include heritage 
walks in the Khajuraho area, heritage trails in the heritage zone and broader regional 
circuits. 

The Integrated Community Development component provides detailed proposals 
on land and water management. These include regeneration of wastelands, introduction 
of agro-forestry practices, nurseries for forest and fruit trees, delisting of ponds and tanks, 
seepage control measures and soil and water conservation systems. A range of livelihood 
options, including leaf cup production, ber churan production, pisciculture, papad and 
badi production, biomass energy briquette production and vegetable farming are also 
profiled. Local crafts like basket-making, carpentry and pottery that can be revived are 
also outlined. Measures to improve the availability and access to community and 
infrastructure facilities are then proposed. These include improvement of village roads, 
up gradation of health infrastructure, community health care systems, up gradation of 
educational infrastructure, and augmentation of drinking water systems, solid waste 
management and improvement of sanitation facilities. The hierarchy of settlements 
visualized is also provided. 
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The concluding section describes the implementation mechanism that is needed to 
be set in place to ensure that the proposals outlined in the action programme are 
effectively executed. The action programme is visualised in three phases of six years, 
including the millennium launch (one year), the growth phase (two years) and the 
sustenance phase (three years). The strategy also suggests the setting up of a 
professionally managed Khajuraho Heritage Trust Fund to finance the action programme 

rd 

in a transparent, accountable and sustained manner over a long term. Based on the 73 
and 74 th Constitutional Amendments, the strategy recommends the setting up of the 
Khajuraho Virasat Samiti as a coordinating institution to ensure that inputs of all the 
agencies operating in the Khajuraho Region are efficiently dovetailed. Finally, the life 
cycle of a typical project is described to understand the steps involved to ensure that a 
project is implemented with the full involvement and ownership of the local agencies and 
communities. 

With the passage of time, the comprehensive regional development plan (Master 
Plan) of Khajuraho is prepared, called ‘Khajuraho Vikas Yojana 2011’, under the act of 
‘Madhya Pradesh Nagar Tatha Gram Nivesh Adhiniyam 1973’ The main focus of the 
2011 Plan is an integrated development of tourism as well as preservation of glorious 
temples of international recognition and of universal values. 

As a Tourist Place 

Khajuraho is known as Chandella’s temples town of central India, is famous throughout 
the world for its exquisitely carved temples in stones. The temples in Khajuraho are very 
different from any other temples of India. The artistic temples of Khajuraho are brilliant 
examples of medieval Indian architecture and as such, Khajuraho is a very popular and 
well visited tourist destination in India. These temples, featured with erotic sculptures, 
have made the name of the town get mentioned in the UNESCO (United Nations 
Educational, Scientific and Cultural Organization) list of the World Heritage Sites in the 
year 1986 and it became one of the 22 world heritage sites. The Vindhya mountain range, 
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which forms the beautiful backdrop to this place, makes it more fascinating to tourists. 
Tourism is one of the valuable attributes to most developing nations of economic growth 
which can act as the pivot of the vehicle for economic development. Tourism is a 
worldwide phenomenon, impacting significantly on societies around the globe in various 

Table 2.2 Year-wise Inflow of Indian and Foreign Tourists in Khajuraho (2000- 2013) 


Sr. 

No. 

Year 

Indian 

Tourists 

Foreign 

Tourists 

Total 

Tourists 

1 . 

2000-01 

159582 

35309 

194891 

2. 

2001-02 

122618 

24107 

146725 

3. 

2002-03 

125570 

37436 

500060 

4. 

2003-04 

125375 

45345 

577200 

5. 

2004-05 

148500 

70405 

218905 

6. 

2005-06 

147584 

70980 

218564 

7. 

2006-07 

176192 

78952 

255144 

8. 

2007-08 

195126 

88828 

283954 

9. 

2008-09 

207896 

72801 

280697 

10. 

2009-10 

228361 

81666 

310027 

11. 

2010-11 

248943 

93639 

342582 

12. 

2011-12 

249965 

100560 

350525 

13. 

2012-13 

294717 

98287 

393004 


Source: Archaeological Survey of India, Bhopal Circle, 2013. 


ways. Almost 7% of the total population of the world resort to tourism. 5 The temples 
there are more about the sculptures and architectures than about the religion and 
worshiping and deities. The Khajuraho sculptures attract a lot of foreign tourists as well 
who are interested in the Indian art and culture. Art lovers from all the corners of the 
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world come to see the Khajuraho sculptures every year and the popularity of the 
Khajuraho sculptures has made the place one of the most popular tourist spot in India. So, 
the thousands of visitors and tourists from all over the world flock together to envisage 
this immortal saga of Hindu art and culture engraved in stone by stone craftsmen 
millennia ago. According to Khajuraho tourism department report, in April 2011 to 
March 2012, there are 265015 (72%) Indian tourists and 101440 (28%) foreign tourists 
included 15,050 Indian and 880 foreign Childs visited in Khajuraho. Thirteen years data 
of inflow of tourists in Khajuraho is presented in table 2.2 and showing in figure 2.3. The 
large numbers of tourists (577200) visited Khajuraho in the year 2003-04. In order to 
promote tourism, different festivals are organized in Khajuraho. 



Years 


Fig. 2.7 Inflow of Tourists in Khajuraho 


In 1982-83, the foreign tourists visiting Khajuraho constituted 3.3% of the total 
visitors to India, and their average length of stay was 1.58 days 6 and in 2011-12, is 
constitutes 28% but stay seems to be same. For the average Indian viewers, their 
unabashed sexuality is more fascinating than their antecedents. Most of the Indian 
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tourists are no interested in understanding the history and architecture, they only come to 
look but foreigners are more interested in understanding the significance of the temples, 
and of these, particularly the FITS. Ichaporia claims that Khajuraho’s popularity with 
western tourists has given it new stature in Indian eyes: it has become a symbol of 

7 

Indians proudly proclaimed, rather than a hard-to-explain embarrassment. 

The average stay for foreign tourists is one night, for Indian two, neither 
being sufficient to appreciate the full significance of the architectural heritage nor taking 
in the other sights of the vicinity. Government should understand the situation in this 
light, so that they should offer a more realistic assessment of the temples and a diversified 
experience of the region. The Government brochure on Khajuraho although recommend 
excursions to nearby sites- Panna National Park, the spectacular Pandav Falls and other 
picnic sites at Benisagar Dam, Raneh Falls and Ranguan Lake, Rajgarh Palace and 
Dhubela Museum, and further away the Bandavgarh National Park and tranquil 
Chitrakoot, but there is no much effort on the part of the Government or private tour 
operators to actively promote these destinations and integrate them into the Khajuraho 
sales strategy. 

Khajuraho is also a religious centre in the regional level. What is often overlooked 
while mentioning the ‘rediscovery’ of Khajuraho by T.S. Burt is that there has been a 
virtual continuity of ritual practices, at least in one of the temples, Matangeshwara, since 
the time it was built. Burt mentioned that he saw a light burning in this temple and was 
not allowed to enter. Obviously the temple was worshipped when Burt ‘discovered’ it. 
Not all temples are Hindu however, and there are Jain temples in the Eastern Group 
which attract large groups of Jain pilgrims to Khajuraho from other parts of the country 
as well. It is the people of Khajuraho region, their needs and ambitions, their future, and 
their link with their culture that give meaning to these temples. 

The sleepy town of Khajuraho is transformed during the pleasant Hindu spring 
month of Phalguna, corresponding with the months of February/March, when the festival 
of Maha Shivratri draws pilgrims from all over the region to commemorate the marriage 
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of Shiva. The festival also sees one of India's premier dance events- the Khajuraho 
Festival of Dance, a showcase for all forms of classical dance. With the international 
status under the Government of India Programme categories, this seven-day extravaganza 
is a unique treat for connoisseurs from all over the world. 

Mahashivratri: 

The most important festival of Khajuraho is Mahashivratri. Shivratri is celebrated across 
India; this festival is held in tribute of Lord Shiva and runs from the end of February 
through till March. Religious rites and the worshipping of Shiva dominate the festival’s 
activities. The festival marks Shiva’s marriage with Parvati, the daughter of the 
Himalayas. 2.5 m tall lingam of Matangeshavara temple is dressed as a bridegroom, with 
white and saffron dhotis, and surmounted by a huge, conical, silver paper crown. The 
nightlong ceremony is performed by the chief priest’s son who anoints the lingam with 
water from the sacred rivers of India. The chanting of hymns continues throughout the 
night, until the Brahmins stand to throw bel-patras and flower petals over the lingam, a 
sign that the wedding is complete. The Matangeshvara temple stands on the highest 
ground and remains the only one in worship, draws about 50,000 pilgrims each year. 

Khajuraho Dance Festival: Most festivals take place between February and March. It 

may be the best season in India and the occasion 
of Shivaratri providing an opportunity to 
propitiate the Lord of the Dance, Nataraja. The 
week-long Khajuraho Dance Festival, organized 
annually by the Kala Parishad in Madhya 
Pradesh, concludes with enchanting classical 
dance performances by international dancers. 
The festival was started by the Madhya Pradesh 
Government in 1975 and now entices the whole 
world. The festival is typical of a new breed of 
event, sited at ornate ancient temples to attract visitors by combining tourism with 
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culture. The Festival showcases various classical styles of Indian dance such as Kathak, 
Bharat Natyam, Odissi, Kuchipudi, Manipuri and Kathakali. Modem Indian dance is a 
recent addition. Every evening, the best classical dancers in the country perform in an 

open-air auditorium, with the western group of 
temples as an inspiring and awesome backdrop. The 
Chitragupta temple dedicated to Surya (the sun god) 
and the Vishvanatha temple dedicated to Lord Shiva, 
form the venue for this cultural rendezvous. The past 
and the present silhouetted against the glow of a 
setting sun, becomes an exquisite backdrop for the 
performers. As dusk falls, the temples are lit up in a 
soft, dream-like ethereal stage. As dusk descends, 
these temples are illuminated with shimmering fairy 
Fig. 2.9 Dance Festival lights and form dramatic silhouettes against the dark, 

star-dotted sky. And it is against this backdrop that the past and present come together 
and celebrates the rich tradition of Indian art. The main motive of organizing this festival 
is that, it has fusion of the present generation with rich tradition of past which is more 
relevant for coming generations. The Khajuraho Dance Festival highlights the beautiful 
aspects of prosperous cultural heritage of India. The amazing dances besides the 

marvelous background of exquisitely ignited 
temples make the event very enjoyable and 
magical. Besides the amusing performances, 
you will find a number of craftsmen showcasing 
their artifacts and crafts to curious visitors. 
Apart from this, there is an open market where 
local articles are kept for sale. This festival has 
become popular among both local and foreign 
tourists. The ‘Festival’ has, however, established 
a good reputation in dance circles around the 
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country and given a ‘classical’ image to this destination. It is widely publicized and 
reported by serious dance critics. However, the publicity posters emphasize the romantic 
image with amorous couples against the backdrop of the temples and there is a deliberate 
attempt in these images to draw an analogy with the mithuna couples on the temple walls. 
Of course, Indian dance themes easily lend themselves to this analogy, but the question 
remains: Indian dance has a variety of characteristics (like the environment around 
Khajuraho), so why dwell on a singular image in this remote place, especially when the 
dances are clearly not meant for the local populace. 

Lokranjan Festival: 

For the common person there is the Lokranjan Festival which is held immediately 
following the Khajuraho Festival. This festival was started in 1984, and involves many 
more performers and audience than the more famous classical Khajuraho Festival. This 

Festival is organized by the Adivasi Lok 
Kala Parishad (the State Government 
sponsored Tribal Folk: Art Academy at 
Bhopal) and is hardly publicized beyond 
the local environment. It is a week-long 
festival, held in the open with no 
admission charge. It starts late, after 
dinner, and often continues late into the 
night, if the audience - performer rapport 
is established during the course of the 
performance. They perform in the vernacular dance/drama traditions, tribal and folk 
dance forms of Madhya Pradesh, Nautanki, Tamasha, Raslila, Swang, Nacha etc. 
Sometimes, they invite folk- groups from around the country to perform. The event is a 
platform for dancers to showcase their talent and a wonderful event for tourists to witness 
the variety of dance forms Madhya Pradesh. The organizers of the Lokranjan Festival 
recognized that art forms would change and evolve on account of newer stimuli that the 
performers encountered in their journey outside their cultural milieu, but that these could 
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be mediated through sensitive handling and dialogue with the performers regarding the 
process of change. 


Entertainment and Nightlife at Khajuraho 


Accommodation 

There is a fairly wide variety of hotel accommodation to choose from- deluxe, standard 
and budget run by Madhya Pradesh Tourism Corporation, Indian Tourism Development 
Corporation and private. High class, medium class and budget hotels include some of the 
biggest names in the hotel industry are available in Khajuraho. Some other hotels who 
operate less fancy but comfortable bed and breakfast establishments. The town of 
Khajuraho lives by the tourist trade so accommodation is available in plenty except 
during the Khajuraho Dance Festival, when booking ahead of time is advisable. 

Eat 

Khajuraho primarily caters to the tourist trade with a wide range of restaurants, cafes and 
stalls serving an miscellaneous range of dishes, something familiar to every visitor, 
foreign or Indian. The region is famous for its deserts, which are mainly sweet though 
there is also a spicy variety called namkeen. Popular deserts are cashew burfi, jalebi, 
khurma, moong dal ka halwa, sabudana ki khichari and shikanji. A few expats have set 
up shop in Khajuraho, and their place serve a variety of authentic European food as well 
as beer and other alcoholic drinks. The in-house dining facilities at the hotels takes care 
of houseguests, obviously, the better the hotel, the better the hygiene and greater the 
variety of food served. 

Shopping 

Shopping in Khajuraho would turn out to be a pleasant experience if tourists know what 
to buy and where. Khajuraho town is small so the shopping areas are few, the major one 
being in opposite the western temple complex near the Gole Market. Also hang out at 
Oswal Complex and city centre for shopping in Khajuraho. Apart from the government 
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emporia, numerous private outlets where also find usual assortment of various crafts from 
all parts of Madhya Pradesh. The ace craftsmen of Khajuraho have over the years 
developed a tradition of handicrafts and handlooms. Textile weaving is a major craft in 
town. Pick up from the variety of saris and other Indian wear while shopping in 
Khajuraho. Most of the premium hotels have big-small shopping arcades where getting a 
variety of items for shopping. 

Miniature stone-carved replicas of erotic sculptures are hot favourite items for 
shopping in Khajuraho. Iron, brass and stone sculptures depicting Kama Sutra poses are a 
specialty of Khajuraho and available at the handicraft stores in the town. Crafts 
emporium is a place of gold and silver ornaments, sand stone statues and various other 
local handicrafts which are located at Hotel Gem Place on Jain temple road. A weekly 
bazaar is held at Rajnagar on Tuesday. The market is a good place to pick up silver and 
brass ware. 

Light and Sound Show 

The Western group temples offer a professional light and sound show every evening in 
the open lawns in the temple complex. The first show is in English language and the 
second one in Hindi. The show is about an hour long and covers the history, philosophy 
and art of sculpting of these temples. The western group has the facility of a guided tour 
wherein the tourists are guided through the seven-eight temples. There is also an audio 
guided tour developed by Archaeological Survey of India which includes a describing of 
the historical facts related to the temples. 

Get Around 

The best way to get around and see the temple as well as the village life of Khajuraho is 
bicycle, which easily get on rent at the shops near the main temple complex. Other modes 
for local journey are Auto rickshaw and car. The Auto rickshaws provide a comfortable 
ride around the small town. 


47 


Indological Truths 


Surrounding Tourist Sites 


Apart from archaeological and architectural grandeur, Khajuraho also provides scope for 
excursions, with many places of tourist attractions nearby. Khajuraho has numerous 
places of interest within a distance of 100 km. Some of them are Rajnagar Lake (3 km), 
Bhimsagar Lake, Raneh Fall, Rajgarh Palace, Pandav fall, Gangau wild sanctuary, Burha 
Tal, Panna, Majhgawan mines, Dhubela Museum, Mahoba- capital of Chandraverman, 
who was founder of the Chandella Kingdom, Ajaygarh fort, Bijawar and Jata Shankar. 

Benisagar Lake: This picnic spot is situated about 11 km from Khajuraho near a dam on 
the Khudar River. Dam is a quick getaway for tourists visiting Khajuraho, which is 
located at a distance of only 7 km from the lake. The lake poses some good views of the 
surrounding landscape and also has boating facilities for tourists. 

Raneh Falls: Raneh fall is named after King Rana Pratap, the erstwhile ruler of the 
place, and is located in the Ken Gharyal Sanctuary, 20 km from the town of Khajuraho. 
At this spot, Ken River plummets to a 30 m deep and almost 5 km long ravine and gives 
birth to this majestic waterfall. The varying shades of granite rocks namely- red, pink and 
grey and the bracing environs lend an added beauty to the fall. The Raneh falls are 
actually a series of waterfalls that are mainly active during the monsoonal months. The 
place is also surrounded by rich forests that are yet another point of interest for the nature 
lovers. 

Ken Nature Trail: It is about 22 km from Khajuraho. This nature trail is a part of the 
forest surrounding the Raneh falls within a walking distance. The Ken nature trail is a 
great way to explore the wilderness and get a glimpse of the rich flora and fauna that 
abound the forests. 

Ken Gharial Sanctury: This sanctuary is about 25 km from Khajuraho. It is at the 
confluence of the Ken and Khudar rivers further down Raneh falls and nature trail. Long 
snorted Gharials can be seen here. 
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Pandav Falls: Pandav Falls is situated about 32 km from Khajuraho. According to 
legends, this paradisiacal spot is the place where the five Pandava brothers camped for 
about one and a half months, during the last year of their exile. It is encompassed by lush 
surroundings and is a preferred dwelling place of bears and wild cats. Near the place is a 
small cave that is consecrated with five sculptures of the Pandava brothers. The placidity 
of the Pandav falls and the overwhelming serenity that envelops it makes the place a 
favorite hangout amongst the tourists. 

Rangaun Lake: This scenic lake is sited at a distance of 25 km from Khajuraho and is a 
most suitable spot for angling. 

Gangau Dam: It lies at the confluence of Ken and Simri rivers. This dam site is about 34 
km away from Khajuraho. 

Dhubela Museum: This museum is situated on Jhansi-Khajuraho road and is about 65 
km from Khajuraho. It is old fort housing and contains antiques and articles of 
yesteryears. The museum has an impressive collection of weapons, garments, and 
paintings belonging to Chhatrasal and other Bundella rulers. Some sculptures belonging 
to the Shakti cult are also displayed in the museum. 

Panna: Panna is located in the north-eastern part of Madhya Pradesh with the 
headquarters at Panna town. It forms the northern district of Sagar division. This 
historical place was once the capital town of Chhatrasal, the founder of Bundella 
Kingdom of Central India. This town is famous for some temples of medieval India- 
Baldevji, Kishorji, Govindji, Prannathji, Jagannath Swami and Ram. 

Panna National Park: Another major attraction near Khajuraho is the Panna National 
Park, situated at a distance of 32 km from here. This Park is spread along the length of 50 
km on either side of the Ken River and forms the border between Panna and Chattarpur 
districts. About 2/3 of the park area lie in Panna district while the remaining 1/3 is in 
Chattarpur district. The place boasts of having a wide variety of flora and fauna. It 
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represents a variety of dry deciduous prototype. Its soil supports a dry type of teak mixed 
with Khair and Khardi, Amala, Ber etc. If wildlife watching is your passion, then you 
will surely have the time of your life here. Some of the animals including several rare and 
endangered species which can be seen here are Tigers, Panthers, Hyenas, Sambhars, four- 
homed Antelopes, Chinkaras, Barahsingha or Swamp deer, Chitals, Wild Boars, Sloth 
Bears, Foxes and Blue Bulls etc. Early risers can opt for the jeep safaris conducted in the 
wee hours of the morning to explore the park. 

Panna Diamond Mines: About 56 km away there are diamond mines situated at 
Majhgawan. A large group of diamond deposits extends north-east on a branch of the 
Vindhya Range for 150 miles (240 km) or so, and is known as the Panna group. Four 
classifications were given to the Panna diamonds- (i) Motichul, clear and brilliant (ii) 
Manik, with a faint orange tint (iii) Panna, verging in tint towards green and (iv) Bunsput, 
sepia coloured. Mines are situated in the interior of Panna district. Diamond mines in 
Panna are managed under the Diamond Mining Project of National Mineral Development 
Corporation (NMDC) of Government of India. The diamonds unearthed are all collected 
by the district magistrate of Panna and are auctioned in the month of January. 

Madia: Madia, a picturesque village on the banks of the Ken River, in Panna District is 
located about 20 km away from Panna. The nearest airport is Civil Airport Khajuraho (30 
km). Satna Railway Station (91 km) is the closest railhead. State Highway 6 connects this 
village with the airport and the park. The Jugal Kishore temple and the Prannath Temple 
are the attractions for the visitors. 

Rajgarh Palace: It is a very popular excursion spot especially for the foreign tourists. It 
is situated about 25 km from Khajuraho at the foot of Maniyagarh hills at an altitude of 
35 m and rises up to a height of 103 m. This palace is about 150 years old, which was a 
fort cum palace of Parmar rulers of Chhatarpur state. This picturesque old palace is now 
being converted into a heritage hotel. Rajgarh Palace is located near Petambra Peeth, was 
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built by King Shatrujit Bundela. Palace is made of Bundeli architecture. Museum is also 
located in this place and is collection of geological and cultural importance things. 

Ajaygarh Fort: It is 36 km from Panna. This Ajaygarh fort is situated in close vicinity at 
the outskirts of Khajuraho, which presents the architectural style followed by Chandella 
Kings. It is believed that the fortress was constructed by the rulers, when their power in 
the area was declining. Chhatrasal gave it to his son Shri Jagat Raj in 1731. The fort has a 
height of 688 m and is located at a distance of 80 km from Khajuraho. The fort is 
mounted on a flat-topped projection of Vindhya ranges. It offers a beautiful view of Ken 
River, which flows within the beautiful destination. Although the fort has lost some its 
charm, it looks attractive even today. Historians state that the huge structure was 
provided to the fort for protecting natives from attacks and encounters of enemies and 
outsiders. Presently, the fort can be accessed by its two gates namely Darwaza, situated 
on the north and Tarhaoni, situated to the south-east. The fort also houses sculptures in a 
row formation of goddesses called Ashta Shakti. Ajay Pal ka Talao, a famous lake, and 
the ruins of a Jain temple are other prominent attractions present within the fort. 

Kalinjar Fort: This fort is situated on a lofty crag of precious rock of hard sandstone on 
an outlying branch of the Panna range, in the midst of Vindhya forest, is at a distance of 
about 57 km to the south-east of Banda, 87 km from Satna and about 100 km from 
Khajuraho. Kalinjar fort has an elevation of 375 m from sea level and about 215 m from 
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the surrounding plains. This for was probably constructed during the Guptas and later it 
was captured by Yashoverman, one of the Chandella ruler during the middle of the 10 th 
century. The name of Kalanjaradri, or the hill of Kalanjara, is said to have been derived 
from Shiva himself, who, as kala, or ‘Time,’ causes all things to decay and who is 
therefore the destroyer of all things and the god of death. 9 So is Kalanjar is famous as a 
religious place. According to Wilson, Kalinjar is mentioned in the Vedas and it was one 
of tapasyasthanas or ‘spots adopted for practices of austere devotion’. 10 Places of interest 
are Patal Ganga, Pandu Kund, Buddhist Talao, Siddha Gufa, Rani Gufa, Rani ki Aman, 
Mirhe Bhairon, Mrigahare, Kumbhu, Varaha, Nilkantha temple etc. 
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Nachana: It is about 40 km from Panna and 100 km from Khajuraho. Nachna was a 
famous city of the Nagvakataka and Gupta Empire. It is known for the Chaturmukha 
Mahadeva temple named after the colossal four faced lingam which is still enshrined 
inside. There are two famous temples which have remained out of six Hindu temples of 
Gupta period. The architecture of theses temples is similar to that of Khajuraho temples 
and the popular theme is also centered on the celestial beauty. There are also two caves of 
Jain Pantheon, at a distance of 5 km. 

Mahoba: Mahoba was the capital town of Chandraverman, the founder of the 
Chandellas. It is situated at the fort of granite hill, about 65 km to the north of Khajuraho. 
The ancient name of the city was Mahotsava nagar or ‘the city of the great festivals’. 11 
The great festival was being celebrated in this town by king Chanderverman. Mahoba is 
located at 25.28° N 79.87° E. It has an average elevation of 214 m (702 feet). Mahoba is 
dotted with hill rocks all round, whichever direction one moves around rock-cut reliefs is 
visible. A few rock-cut reliefs behind the temple of Bedi Chandik include sculpture of 
Yaksas. A cave contained the figures of Jain tirthankaras Adinatha, Neminatha, 
Parshvanatha and Yashi. Other massive sculpture is known as Gajasura-Samhara. Other 
places of interest are Kakra-Math, Hanuman Mandir, one of the biggest hanuman temple 
in India, Chhoti Chandika, the oldest temple of Chandika Devi, Sharda Devi Mandir, 
Shiviji Ka Mandir, a biggest temple of Shiva having height more than 32 feet etc. 
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Chapter III 

Political Background of Chandella 
- The Builder and Patrons 


The Chandella dynasty rose to power during the early 10 th century A.D. and survived as a 
powerful independent royal family until the close of the 13 th century A.D. Before coming 
to the power they were peculators under the imperial Pratiharas. The decline of Imperial 
Pratiharas gave a golden opportunity to Harsha and Yashovarman to establish their 
sovereignty over the central India by capturing the important forts of Kalinjar and 
Chitrakuta. 1 The period of transition and political readjustment which had always 
intervened between the full of one imperial power and the raise of another in medieval 

9 

India had already begun. 

The land of the Chandellas was known as Jaijakbhukti. The boundaries of the 
Chandella dominion vary from time to time, but it always included Mahoba, Kalanjar, 
Khajuraho and Ajaygarh. The area comprising in its wider extent all the country to the 
south of Jamuna and Ganga, from the Betwa river on the west to the South and Narmada 
on the south. Almost the whole of the eastern part of central India known as Bundelkhand 
is marked by the outlying branches of the northern range of eastern Vindhyas. Figure 3.1 
shows India and Figure 3.2 shows Bundelkhand during Chandella period. Chandella 
claimed to be the descendants of the moon (Chandravanshi). It can be inferred from the 
historical accounts that the Chandellas were Hindu Rajputs and were one of the 36 Rajput 
clans who traced their descent from the Sun, the Moon and Sacred fire. According to 
Rawlinson, many central Asian tribes invaded the country and after they had become 
rulers. They were admitted to the Hindu fold. 4 

Modern research seems to show that the Rajputs are mainly the descendants of the 
Gurjara, Huna and other central Asian tribes who found their way across the northwest 
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frontier in the fifth/sixth centuries. These invaders carved out kingdoms for themselves 
and eventually settled down in the country taking Hindu wives. 5 

Tradition traces the rise of Chandellas from Hemavati, the daughter of Hemraj the 
Purohita of the Gahadawara ruler Indrajit of Banaras. When Hemavati went to bathe in 
the Rati Talab as tradition has it Chandrama enticed by her beauty embraced her and 
hastened back to the skies. When Hemavati who knew not how to hide her dishonor 
cursed him, he consoled her by saying that she should offer her son as a gift at Khajuraho 
and perform sacrifice. As prophesied by the Moon God, the son became a great ruler of 
Mahoba and the builder of the famous fort of Kalinijara 6 . The Mahoba inscription and 
Ajaygarh, rock inscription describe that the Chandellas are the direct descent from the 
Moon. Similar mythological details about the lunar origin are generally found in the 
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records of other ruling families, namely; the Kalchuris, the Yadavas of East Bengal. 

He is said to have forced the enemy princes to bow down their heads and also 
conquered host of enemies. He was succeeded by his son Vakapati. Vakapati had two 
sons Jayashakti and Vijayshakti, both appear to have been closely associated in 
consolidating their political status Jayashakti the elder brother who ruled first was also 
called Jaijak and from this name the region ruled by Chandellas acquired the name 
Jaijakbhukti. Next Jaijakbhukti Rahila, the son of Vijayshakti succeeded. He is 
mentioned in the inscriptions as a great warrior. He undertook works of public interest by 
excavation of tanks and lakes, construction of temples etc. The remnants of which are 
still visible at Ajayagarh and Mahoba. Ajaygarh temple bears some stone inscribed with 
his name and an old lake with a fine cruciform granite temple on its bank near Mahoba is 
still called Rahilya Sagar after his name. The period of rule of Rahila is said to be of 
twenty years and is credited to the end of the 9 th century. He was succeeded by his son 
Harsh Dev around 900 A.D. 9 
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Source : Ayodhya Prasad Pandya (1890) Chandelkalin Bundelkhand ka Itihas, Hindi Sahitya Sammelan, Prayag. 







Nannuka (c. 831 - 845 A.D.) 

The earliest prince of the Chandella dynasty was Nannuka. He is also mentioned as Nripa 
and Mahipati in the Khajuraho inscription. 10 Unfortunately we do not have any definite 
data about him. Only two Khajuraho inscriptions dated v.s. 1011 and v.s. 1059 speak 
something about him. But information given by them is not of historical value. The first 
inscription given a description of his victorious career, appealing personality and 
widespread fame. He is described as a touchstone to test the worth of the gold, playfully 
decorated the faces of the women of the quarter with the sandal of his fame. His enemies 
bowed down before his power and chivalry. This inscription mentions him as Nripa. The 
second inscription mentions him as Mahipati and compares his with Arjuna for his velour 
and bowmanship. It also describes him as sun, jewel and store house of modesty. 11 The 
humble title Nripa or Mahipati suggest that he was not an independent ruler but a 
feudatory. 12 

Nannuka was probably a feudatory of Pratihar king Nagbhatt II (c. 815-833). 
Nagbhatt’s son successor Rambhadra was a weak ruler, Pratihar king Bhoj’s son Gwalior 
inscription mentions that Rambhadra freed his empire from cruel enemies. According to 
R.C. Majumdar the enemies referred here were Palas. Being a weak king Rambhadra was 
not able to face the danger so his feudatories helped him. 14 Perhaps Nannuka one of these 
feudatories. This may have increased his power. But it doesn’t mean that he enjoyed 
independent sovereign power. In short we can say that he was only a powerful vassal of 
the Pratiharas. 

Vakpati (c. 845 - 865 A.D.) 

Nannuka’s son Vakpati was his successor. The two inscriptions mentioned above are 
again the only source that tells something about the existence of Vakpati. The first 
inscription stated that Vakpati’s spotless fame spreads in all the three worlds. He defeated 
all his enemies and made the Vindhyas his pleasure-mount. 15 The second inscription 
glorifies him by comparing him with mythical kings Prithu and Kakastha for their velour 
and wisdom. 16 
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Jayashakti and Vijayshakti (c. 865 - 885 A.D.) 


Vakpati had two sons Jayashakti and Vijayshakti. They ascended the throne one after the 
other. Jayashakti the elder brother was the first who succeeded his father. He was also 
called Jaijak and from this name the region ruled by Chandellas acquired the name 
Jaijakbhukti. Jaijashakti had only daughter and no son, so his brother Vijayshakti 
ascended the throne after him. Khajuraho inscription tells that he undertook some 

17 

expeditions and reached even the southernmost part of India. 

According to Dr. R.C. Majuumdar, Vijayshakti undertook this expedition to help 
an ally. The term ‘Bhukti’ means part of a kingdom because two brothers ruled over 
Bhukti. So they were also feudatory like their ancestors. 

Rahila (c. 885 - 905 A.D.) 

After Vijayshakti’s death his son Rahila succeeded him. Dhanga’s stone inscription says 
that Vijayshakti had a son named Rahila. His enemies afraid of his name. It praises him 
as a brave and great warrior, who destroyed his enemies with his anger. Another 
inscription says that he helped his friends and punished his enemies. 19 Parmala Raso tells 

that he founded the city Rasina or Rajavasini. The town was situated on a road leading 
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from Banda to Kalinjara.“ 

He undertook work of public interest by excavation of tanks and lakes, 
construction of temples etc. The remnants of which are still visible at Ajaygarh and 
Mahoba. Ajaygarh temple bears some stone inscribed with his name and old lake with a 
fine cruciform granite temple on its bank near Mahoba is still called Rahilya Sagar after 
his name. The period of rule of Rahila is said to be of twenty years and is credited to the 
end of the 9 th century. He was succeeded by his son Harshdev around 900 A.D. 21 
Harshadev (c. 9055 - 925 A.D.) 

Among the early rulers of Chandella Harsa was the notable prince. He succeeded Rahila 
and made a steady progress towards the attainment of a significant status in the political 
history of northern India. By his achievements he attained a memorable place in the 
history of Chandella rulers. In the 25 years of his rule he extended his territory and 
enhanced the prestige of his dynasty. During his reign, when the Rashtrakuta King Indra- 
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ITT invaded and captured Kannauj. It was Harshdev who helped the Pratihara King 
Mahipal-I to region his Throne of Kannauj. This achievement was probably 
commemorated by him by the construction of the Matangesvara temple, which was the 
earliest sandstone temple at Khajuraho. The allusion to his important political incident in 
the Khajuraho records is a clear indication of the growing power of the Chandellas as an 
independent power from political subservience to the imperial status. Harshdev 
consolidated his position by marrying Kanchuka, a princess of Chauhan Clan of the 
Malwa region Harshdev died in 925 A.D. 

Yashovarman (c. 925 - 950 A.D.) 

Yashovarman the illustrious son of Harshdev and his Chahman queen Kanchuka succeed 
him. He is also known as Lakshvarman.” Yashovarman was the first independent ruler of 
the Chandella dynasty. In the middle of the 10 th century A.D. the dismemberment of two 
empirical dynasties (Gurjara-Pratihara and Rashtrakutas) gave a golden chance to 
subsidiary powers to take the best advantage of this situation. Yashovarman did not miss 
the chance and he engaged himself in military operation with a view to expend his 
boundaries. He captured Klinjar hill. It was a great achievement for him who enhanced 
the prestige of Chandellas and they immerged as a great political power Yashovarman 
undertook a number of campaigns in northern India, from the Himalayas to Malwa and 
from Kashmir to Bengal.” Yashovarman not only undertook a number of great 
campaigns but also took adequate measures for the well-governance of his state. All this 
made possible for him to take military expeditions. 

In his political career, Yashovarman achieved a significant position. From a petty 
subordinate of Pratiharas he liberated himself and declared himself as an independent 
ruler. His influence felt by all contemporary powers of north and central India.” Several 
inscriptions tell his tales of military conquests. He engaged himself in many expeditions 
and proved to be an able general and a brave warrior. 

Dhanga (c. 950 -1002 A.D.) 

Dhanga the son of Yashovarman became the most powerful king of north India. He ruled 
over Khajuraho from 945 A.D. to 1002 A.D. Under his rule the Chandella dynasty 
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reached the zenith of their power. He was a great ruler and conqueror. Epigraphic records 
of his reign and of his successors throw ample light on his achievements. Just as his 
father Yashovarman captured Kalinjar fort, he occupied Gwalior fort and brought glory 
for his clan. This was one of his major achievements. 

Ganda (c. 1002 -10015 A.D.) 

After the death of his fatehr Dhang, Ganda ascended the throne in 1002 A.D. No source 
throws much light on him. He has been mentioned only in fragmentary inscriptions from 
Mahoba' , composed after the reign of Kirtivarman, the grandson of Ganda, the Mau 
stone inscription of Madanvarman 26 , the grandson of Kirtivarman. He ruled for 15 years 
only. He was able to maintain the prestige and power of the kingdom. He constructed 
Jagadamba and the Chitragupta temples. 

Yidyadhara (c. 1015 - 1036 A.D.) 

Vidyadhara, one of the greatest rulers of Chandella family was son and successor of 
Ganda. The strange thing about this great ruler is that not even a single inscription of his 
reign is found so for. We have to depend on epigraphic records of his successors for all 
the information about him. Mahoba inscription mentions that Vidyadhara defeated Kanya 
Kubja ruler Narendra. Vidyadhara defeated his country against the attack of Mahmud of 
Ghazni. He also won Kalchuris and Parmaras. Vidyadhara is considered an important and 
strong king of Chandella dynasty. Historical records of Muslim writer Abdul Akhir tells 
that he had a large army of 56000 horsemen, 194000 foot soldiers and 786 elephants. 
This army proved his strength as an emperor and helped him to become a great warrior 
and much dread king. Two copper- plates of Devavarman mention Vidyadhara’s title viz. 
Paremabhattarak Maharajadhiraj and Parameshvara. 

He was undoubtedly the most remarkable ruler of his age. The Muslim 
chroniclers describe him as the greatest ruler of Indian Territory. His largest army 
frightened even Mahamud. His greatness is not only because of his conquests but also his 
reign marks the zenith of the power of the Chandellas who emerged as the greatest power 
in northern India after the collapse of Gurjara Pratihar Empire. The range of his 
influence was much wider then the extent of his territory. The Kandariya Mahadeva 
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temple was builds by him. He died in 1029. After the death of Vidyadhara the Chandella 
power gradually declined. 

Vijayapala (c. 1036- 1050 A.D.) 

According to the Mau Stone inscription of Madanavarman Vijayapala, the son 
Vidyadhara ascended the throne after his death. Unfortunately we do not find any 
inscription of his reign, so we don’t have much information about his political career. He 
is mentioned in the inscriptions of his successors. The Nanyaura and Charkhari copper¬ 
plates of his son Devavarman give him the usual titles viz. Paremabhattarak 

Maharajadhiraj and Parameshvara. The Mau stone inscription tells us that he eliminated 
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all the wicked gladdened all good men and put on end to the Kaliyuga. 

However all these inscription throws any light on the political events of his reign. 
The only political incident mentioned in Mahoba inscription is that he had conflict with 
Gangeyadeva of Kalchuri dynasty. 29 

Devavarman (c. 1050 - 1060 A.D.) 

Deva Varman was the son and successor of Vijayapala. He was not an influential ruler. 
He is mentioned only in his two inscription one dated v.s. 1107, found at Nanyaura in 
Uttar Pradesh and other dated v.s. 1108 found from charkhari Darbar in central India. 
Both these records do not give political information about the king. They only praise him 
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in conventional manner and contain only eulogistic verses. 

Kirtivarman (c. 1060 - 1100 A.D.) 

Kirtivarman ascended the throne after the death of his elder brother Devavarman. He was 
an important ruler of his time. His greatest achievement was regaining of his ancestral 
kingdom. He had a victory over Kalchuri king Lakshmi-kama. Kirtivarman was not only 
a solider but also a man of head and heart. He was a patron of art and letters. The 
philosophical drama Prabodhchandrodyam was composed and staged in his patronage. 
Sallakshanvarman (c. 1100 -1110 A.D.) 

Kirtivarman’s successor was his son Sallakshan Varman. He is also mentioned as 
Hallaksana Varman on the coins minted by him. Perhaps he ruled for a short period and 
we do not have definite evidences of his military achievements. In the records of his 
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successor he is mentioned as leader of those versed in the sacred lore, a kinsman of the 
virtuous, a store of arts, and an abode of good conduct and of paradise to all suppliants 
for support. 31 

Jayvarman (c. 1110 -1120 A.D.) 

Jayvarman became king after the death of his father Sallakshan Varman. The Mau 
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inscription praises him for the qualities of generosity, truthfulness and heroism. “ He was 
as graceful as rising sun. He deprived the other princes of their luster, but his own reign 
had little luster. Most probably he was conquered by the Gahawar ruler Govind Chandra 
who captured part of Chandella territory in 1120. By this event he felt so insulted that he 

TO 

gave up his throne and started living in a jungle on the bank of river. 

Prithvivarman (c. 1120 - 1128 A.D.) 

Perhaps Jayvarman died childless so his uncle Prithvi Varman ascended the Chandella 
throne after him. His reign was of a short duration of ten yeas. Mau stone inscription 
states that Prithvi Varman was able to maintain the integrity of the state and it without 
any damage pass it to his son and successor. 34 

Madanavarman (c. 1128 - 1165 A.D.) 

Madanvarman, son of Prithvivarman succeeded to the throne and ruled for a long period. 
Literary and numismatic evidences throw light on his achievements. He launched a 
vigorous policy in reviving the strength and organization of the Chandella power and 
restoring respect for it among other contemporary powers of the adjacent regions, namely 
the Chedis, the Paramaras the Gahadvalas and the Chalukyas. Thus Madan Verman 
tried to consolidate the Chandella dynasty. His kingdom was expended up to Yamuna in 
north Betwa in south-west, Rewa in east and Narmada in the south. During his reign 
Chandella dynasty become a prominent power of central India. 36 
Yashovarman -II 

Yasho Varman II succeeded Madan Varman. Bateshver inscription of Paramardindeva is 
the only source which throws light on the exitance of this ruler. This king had a very brief 
reign only of two years. 
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Parmardin Dev (c. 1165 - 1203 A.D.) 

After untimely death of Yasho Varman, his son Parmardin Dev became king. He was the 
last great ruler of Chandella dynasty. He ruled about 35 years. The first few years of his 
reign were of peace. The disaster came in the shape of a battle with Prithviraj Chauhan, 
who was returning to Delhi after marrying the daughter of Padam Singh. On the way he 
was attacked by Turkish army. Chauhan army fought bravely and beat back the enemy. In 
this process they lost their way and reached Mahoba. Unknowingly they entered the royal 
garden and killed the Gardner. Parmardin Dev sent his soldiers to teach a lesson to the 
murderer. In this battle thirty Chandella soldiers were killed and seventeen injured. 
Parmardin Dev took this incident seriously and with the help of tribal chief Udal and 
Aalaha he attacked on Prithviraj Chauhan. The battle ended in defeat of Parmardin Dev. 
Trailoky a varman (c. 1203 - 1245 A.D.) 

According to Rewa Bronze plate inscription Parmardin Dev was succeeded by 
Trailokyavarman. Ajaygarh inscription mentions that he regained Kalinjar and extended 
his kingdom upto the Son River according to Garha Bronze inscription this ruler died in a 
battle. During the reign of Trailokyavarman Malik Nasuru-ud-din attacked Kalinjar, but 
no contemporary Muslim records support this fact. 

Yirvarman (c. 1245 - 1285 A.D.) 

After Trailokyavarman his son Vir Varman ascended the throne. His predecessor 

TO 

expanded his kingdom eastwards and he expanded it westwards. Ajaygarh rock 
inscription refers that Chandella established their authority over tribes named Bhils, 
Shabra and Pulind. During the reign of Trailokyavarman his army chief Anant played 
crucial role in controlling these tribes. Trailokya’s son Virvarman successfully continued 
his policy. He established a relationship with king Maheshwar by marrying his daughter 
Dadhichi. 39 

Bhojvarman (c. 1285 - 1288 A.D.) 

The next ruler was Bhojvarman. He ruled for a brief period. Three inscriptions of his 
reign have been found. None of them gives much information about the achievements 
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Genealogy of the Chandella Dynasty 


Nanuka 

Vakapati 



Jayashakti Vijayashakti 

Rahila 

Harsha (Kanchuka) 



Dhanga 

Ganda 

Vidhyadhara 

Vijayapal (Bhuvanadevi) 



Prithivarman Pratapa 

Madanavarman 

Yashovarman II 

Parmardinverman 

Trailokyavarman 

Viravarman (Kalyanadevi) 

Bhojavarman 

Hammiravarmana 
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and history of Bhojvarman. We are unable to determine the relationship of Bhojvarman 
with other ruler of the dynasty. 40 

Hamirvarman (c. 1288 - 1311 A.D.) 

The last known ruler of Chandella clan was Hamirvarman. We have three inscriptions of 
his reign, viz. Charkhari copper plate (v.s. 1346), Bamhni Sati record (v.s. 1365) and 
Ajaygarh sati stone inscription (v.s. 1368). These inscriptions prove that he had a long 
reign of about 22 years. But these inscriptions throw no light on political career of 
Hamirvarman. Bamhni Sati record mentions Sultan Alaudin as reigning king. It means 
that the region was occupied by Alaudin and thus Chandella power came to on end. 41 

ADMINISTRATIVE ORGANISATION OF CHANDELLA’S 

Chandella government was wholly of monarchical type, in which king was the pivot of 
administrative system. Without king state had no existence. He was assisted by chief 
minister, a group of ministers and secretaries. All appointment were made by the king. 
For appointment there was no democratic system. 

King 

Usually the eldest son of the royal family would be declared as king. In Chandella 
dynasty a son never disrespect the choice and wish of his father. There is no evidences of 
fighting for the throne Chandell kings used the titles as Maharajadhiraj, Parem Bhattwak, 
Paremeshwar, Raj an Mahipati etc. As for as the personal qualities of a king was 
concerned he should be a man of learning, impressive personality have love for art and 
poetry, devoted to dharma, bold, brave and generous. The king enjoyed the supreme 
position in the state. All matters of military and administrative system rested with him. 43 
Minister 

A council of ministers was appointed to assist the king in administration; Ministers were 
called Mantri, Sachiv or Amatya. For the selection hereditary system was not fallowed 
but according to Mau stone inscription some ministers some served the royal family on 
hereditary basis. Learning, experience, power of judgement and capacity of leadership 
were some essential for the post of minister. 
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The Mukhya Mantri was to give advice to the king. The heads of judicial system 
were learned Brahmins, but the chief justice was king. Kayastha, Karnik and Lekhakaras 
were some other officer for correspondence record keeping and other ministerial works 
‘Akshya Padataik’ was one who held the office of accounts. Chief of the army was 
‘Senapati’ and his junior officer was called ‘Hemtya Aboresh’, ‘Dwarpalas’ were for the 
security of forts. The treasury was under the central of the Lord of the treasury 
(Koshadikaradhipati). 

Division of State 

According to inscriptions the whole state was called Jajakabhukti, and was sub-divided 
into many districts called Visayas or Mandalas. Again these were divided in to grams. A 
group of several grams was called ‘Pattalas’. We do not have sufficient details about the 
administration of these sub-divisions. Most probably Visayas or Mandalas were ruled by 
vassals or samantas of the king. Villagers were ruled by village council. Brahamins, 
Vaidyas and other respectable persons were the members of this council. 44 
Social Life 

Chandelle inscriptions contains very little about the social life of the people. There we 
find the name of four Varnas- the Brahmin, Kashtriya, Kayastha and Shudra. 

Brahmin: The positions of the Brahmin were highest in the society. Brahmins were 
indulge in religious studies and rituals. They were devoted to sat-karma. 45 Chandellas 
king offered grants of land and other precious gifts to the Brahmin on auspicious 
occasion like solar eclipse, lunar eclipse, full moon day and death anniversary of parents. 
Brahmins were also engaged in administrative duties. The office of the court poet was 
generally held by Brahmins. Services of the Brahmins were valued in the field of 

■ .■ 46 

justice. 

Kashtriya: Chandella kings regarded themselves true representatives of Kashtriya caste. 
They were descended from the moon. Certain qualities were expected for being a true 
Kashtriya. Topmost objective of a Kashtriya was welfare of the master. It was believed 
that if required a warrior should lay down his life. 47 If one died fighting for the king, he 
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would have a place in the heaven. To kill or strike a soldier already wounded was 
considered a sin. 48 

Kayastha: Smritis mention Kayasthas as royal official indulge in the act of scribes, 
writing state documents or maintain public accounts. Chandella inscriptions show that by 
the beginning of the 11 th century Kayasthas had become one of the main castes in this 
region of India. Rewa stone inscription gives an account of the origin of the Kayastha 
caste. 49 Chandella inscriptions give accounts of the duties of the Kayasthas. In addition to 
their usual functions of scribing, writing documents and keeping accounts they were also 
given highly responsible duties related to the offices of the sachiv, Pratihara and 
Koshadikaradhipati. 50 

Shudra: There is no mention of the Shudra in the inscriptions. It means that the people of 
the low castes were known by their professions not by their class. ‘Dahi Plate’ of 
Viravarman supports this fact. For making a land grant he called all Brahmins, 
Kayasthas, Harkaras, cow-herds, goat-herds, orchard-keeper and all other high and low 
classes. 51 
Religion 

The Chandella kings were ardent followers of Shiva and Vishnu. Many inscriptions of 
theirs begin with the invocation of the two gods and majority of the temples are dedicated 
to them. The three important religions at that time were Brahmanism, Jainism and 
Buddhism. The largest followers were of Brahmanism that’s why majority of the temple s 
were dedicated to them. Jainism was also prevalent among the people and there were 
many Jain temples which are now vanished. But Buddhism was on decline at that time. 
There is no temple at Khajuraho which is dedicated of the Buddha. Only a single image 
of the Buddha has been found. There are five main sects of Brahmanism- Shaivas, 
Vaishnas, Saktas, Ganpatyas and Saurapatas. 52 
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Chapter IV 


General Distribution and Historical 
Significance of Khajuraho Temples 


The Chandella dynasty remained in existence in central India more or less at the same 
time as the eastern Gangas of Kalinga. In the small and lonely village of Khajuraho 
they built many large and small temples. These temples were built during a short span 
of one century. Thus they clearly do not indicate a progressive development of 
the architectural movement. They are the finest examples of Indo-Aryan 
temple architecture. 1 The temples of Khajuraho are built on a high platform 
Jagati, on it is the Jangha or wall portion with bands of sculptures. Over the 
wall rests a magnificent Shikhara with many miniature replicas of itself-the 
UrisingasT Different components of these temples have affinity with the 
temples of other regions. But still the ingenuity of the builders of Khajuraho 
cannot be denied. Nor can be they stated as more imitation. 

According to Prof. O.C. Ganguly, Khajuraho style in many respect an 
independent growth. 4 The Chandella kings are recognized as a great builders 
and patrons of art and architecture. This quality of theirs is supported by the 
group of magnificent temples at Khajuraho. 5 These temples are of mingled 
faith Shaivite, Vaishnavite and Jain. By this we can judge that this was an age 
of extreme toleration. 6 It was deep religious faith that promoted the creation 
of these great temples. But this faith was not of outer world i.e. not heavenly. 
It was extracted only from earthly life. What artist looked around himself 

n 

pour into his work. In their structural and sculptural harmony these temples 
have a class of their own. 

Period of Construction of the Temples 

From A.D. 900 to 1150, a period of 250 years, a large number of temples 
were built at Khajuraho, strewn picturesquely amidst lakes and field. 
Displaying highly sophisticated art, they were affiliated to different religious 
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system. The Khajuraho temples have a definitely individual architectural character 
different from that in any other part of the country. These temples were built during 
the supremacy of the Chandella kings a dynasty noted for its structural productions. 
These temples not only represent. The mode in such an elegant form, but the majority 
of them in spite of the fact that they have weathered by the climate for thousands of 
years and withstood neglected for nearly as long, are still well preserved and in good 
condition. Having now been deserted for several centuries, no regular ritual is held 
within their halls. The spectacle of such noble monuments standing isolated and 

o 

meaningless amidst fields and jungles is a moving one. According to Parmal Raso, 
the Chandellas rulers constructed as many as 85 temples at Khajuraho, but only 22 
temples now stand in varying stages of preservation. 9 Of them today, ten were 
dedicated to Vishnu in his various forms, eight to Shiva, one to Surya, one to the 
Chaunsath Yoginis and five to the Jaina faith. Figure 4.1 shows the location of these 
temples. Most of them occupy a site measuring approximately a square mile in extent. 
When built appear to have been disposed rather in symmetrically around the borders 
of an ornamental sheet of water. 

Unlike those of Orissa the Khajuraho temples do not illustrate a development 
over a long period of time. As shown by inscriptional evidence, they were all erected 
within the relatively narrow interval of a hundred years from about A.D. 950 to 
1050. 10 They imply therefore a brilliant episode in the history of Indian temple 
architecture rather then the progressive course of a concerted movement representing 
one of those rare occasions when religious emotions end unstained patronage coincide 
with a flowering of artistic genius to find expression in a group of buildings of the 
highest aesthetic standard and the utmost significance. 

General features of Khajuraho temples Architecture 

The fascinating temples of Khajuraho, India’s unique gift of love to the World 
represent the expression of a highly matured civilization. The temple plans range from 
the simple ones to the most inspired ones. The temples stand tall and magnificent 
rising gradually like mountains on the surface of this earth. They are dedicated to 
Vishnu, Shiva, Surya, Shakti or Jain divinities but there is no difference in the 
architectural style of any of them. The enormous appeal of the temples at Khajuraho 
lies in the beauty of their proportions and contours and the liveliness of the 
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ornamental images all over the temples. 11 The peculiar refinement of Khajuraho 
architecture is found in the turrets or urisingas which rise gradually at successive 
levels clinging to the main Sikhara and thus seems to be a rising crescendo of curves 
which finally lead to the crowning piece the amalaka. ~ The temples are likened to the 
mythical mountain 'Meru' which stands like a pillar separating heaven and earth; or to 
the body of purusa- The Universal man. 

The Chandellas of Jaijakabhukti were the greatest central Indian power during 
the 10 th to 11 th centuries and were known as a great builders and connoisseurs of art 
and letters. They decorated their kingdom with tanks forts places and temples which 
were namely concentrated in their strongholds of Mohoba, Kalinjar and Ajaygarh and 
to a lesser extent in their town of Dudhai Chandpur Madanpur and Deograh in the 
adjoining districts of Lalitpur and Jhansi. But the temples of these places could stand 

1 T 

no comparison with those of the capital town of Khajuraho. 

The Khajuraho temples have a definitely individual architectural character 
different from that in any other part of the country. 14 They not only testify to the 
mastery of the craftsman, but also to the extraordinary breadth of vision of the 
Chandellas under whose rein these temples were constructed. One of the most refined 
and finished manifestations of Indian Architecture in Indo-Aryan style are to be found 
in a group of temples at Khajuraho. 15 The crowning Amalakas is compared to a lotus 
or a solar halo with rays signifying the way to heaven. 16 Thus the worshipper is being 
led ‘upwards to the centre of the magic union with the divine’. 

Like the Sikhara the shrine itself is reached after crossing the successive levels 
of the base, the ardhamandap the Mahamandap and the antarala which are lighted by 
oriel windows. Around the inner and outer pradakshina there are beautiful carvings. 
Lovely maidens and apsarases with attractive figures and beautiful faces are depicted 
in dancing poses. It seems that they are trying to fascinate the worshipper just as 
apsaras do in the heaven. 
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Summary of General Features of Khajuraho Temples Architecture 


Name 

l.Chaunsath 

Yogini 


2. Lalguan 
Mahadeva 


3. Brahama 


4. Parshva 
natha 


Dedication 

Period 

Features 

Shakti 

c.850 

Earliest built temple but now in 


A.D. 

ruins. 64 miniature cells built in 

oblong open courtyard on a high 

platform. Constructed with coarse¬ 
grained granite. Facing north, 

ornamentation and rectangular 

shape. Surviving images Mahisha- 

suramardini, Mahesvari and 

Brahmani. 

Saiva 

c.900 

Facing west, pyramidal shape. 


A.D. 

Granite body, roof of sandstone. 

Plan and design like Brahma 

temple. Door frame devoid 

decoration. 

Saiva 

c. 925 

Sandstone Shikhara. Granite body, 

(Vishnu 

A.D. 

pyramidal roof with receding tires. 

shown on 


A four faced Shiva-linga in 

Lalata 


sanctum. Square plan; on the frieze 

bima on 


a few mithuna sculptures. 

lintel. 



Centre. 



Pointing 



to earlier 



dedication 



to Vishnu) 



Jaina 

c. 954 

Fargest and best preserved among 

(Origionally 

A.D. 

the Jaina temples. Built on high 
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Adinath, 


platform. Not panchyatan, design 


present 


like Hindu temple main shrine has 


Parsvanath 


ardh-mandapa, maha-mandapa, 


installed 


antrala and garbha-gariha with 


in 1860) 


pardakshinapath. Sculptures 

contain Jain and Vaishnava images. 

5. Lakshman 

Vaishnava 

c. 954 

On high platform. Fine grained buff 


(Lakshmi 

A.D. 

sandstone. Only surviving temple 


depicted 


of panchayatan style. Shikhara 


on Lalata- 


clustered with minor shikharas. 


bimba 


Two bands of sculptures on the 

exterior. Two loop Makara-torana 

(crocodile arch) at entrance. 

6. Devi 

Shiva 

c.975 

Common plinth with Kandariya. 

Jagadambi 

(Image 

A.D. 

Garbha-gariha without ambulatory. 


of parvati 


Balconies of hall bigger than those 


in sanctum. 


of other temples, figures of 


Vishnu 


Dikpalas, surasundaries and erotic 


shown on 


couple presented in three outer 


Lalata- 


bands. 


bimba) 



7. Vamna 

Vaishnva 

c. 1050 

Plan like Jagadambi and 


(dwarf 

- 1075 

Chitragupta temples. No erotic 


from 

A.D. 

scenes. Two bands of sculptures on 


Vishnu 


the exterior. Garbha-gariha without 

ambulatory. Monospired shikara. 

8. Chitra 

Surya 

c. 1000 

On high platform. Fairly good 

gupta 


- 1025 

condition except porch which has 



A.D. 

been renovated. Plan, dimension 


and ornamentation similar to 
Jagadambi . Scenes of dancing, 
hunting, elephant fight and stone 
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masons presented on the 




basement. 

9. Parvati 

Shaiva 

c. 950 

Probably subsidiary to some other 


(Image 

-1002 

temple. Of the sanctum, plinth 


Gauri 

A.D. 

to remains. Porch is missing. 


on godha 




or iguana 




Vishnu on 




Lalata- 




.bimba 



10. Varaha 

Vaishnva 

c. 900 

In front of Lakshmana temple. 



A.D 

Built with granite and sandstone. 

No platform, open oblong hall 

with tiered Shikhara. Huge image 

of Varaha accompanied by serpent 

Shesha and earth goddess. 674 

tiny images of Gods and goddess 

carved on the statue of Varaha. 

11. Matang- 

Shaiva 

c.900 

Only temple that is still used for 

geshwra 


- 925 

worshiped and ritual ceremonies. 



A.D. 

It has India’s largest Siva- 

Lingam. Square in plan, pyramidal 

roof and no ornamentation 

balconied windows. 

12. Vishwa- 

Saiva c 

. 1002 

Panchayatana temple, but only two 

natha 



subsidiary shrines survive. 

Similar to Kandariya Mahadeva in 

plan, in tower and in triple outer 

sculpture. Ceiling carved with 

flowers and hanging. 

13. Kandariya 

Saiva 

c.1000 

The largest and tallest in Khajuraho 

Mahadeva 



temple group. High platform and 
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panchayatan temple, but all four 
subsidiary shrines vanished. The 
most beautiful and artistic Sikhara 
with 84 replicas of itself. Largest 
number of sculptures. Exterior of 
the temple has three broad bands of 
sculptures. Seven mother goddess 
presented in the brackets. Seven 
segment cella door and five loop 
Torana at entrance. Plan sanctum 
with marble lingam present a sharp 
contrast to outer art. 

14. Ghantai Jaina c. 10 th Ruined temple, design like 

century Parshvanatha. Eighteen pillars 

decorated with bell and chain 
motif. Doorway carved with 
sixteen dreams of Jina Mahavira’s 
mother. 


15. Javari 

Vaish- 

nava 

c. 1075 

-1100 . 

A.D. 

Built on high terrace, Without 

ambulatory, fine architectural 

design. Three bands of the 

sculptures. On the exterior wall of 

the sanctum. 

16. Shanti- 

Jaina 

c. 1028 

Largely modernized structures 

natha 

(contains 

image 

of Adi 

natha) 

A.D. 

around the open court. Nothing 

of artistic importance found. 

17. Adinath 

Jaina 

c. 11 th 

century 

A.D. 

(end of) 

Plan like Vamna temple, but. 

Shikhara is more proportionate 

then in Vamna. Only vestibule and 

sanctum without ambulatory remain. 
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18. Nandi Saiva c. 1002 


19. Chatur- Vaish- c. 1100 
bhuja nava A.D. 


20. Duldeo Saiva c. 1100 

- 1125 
A.D. 


Classification of Temples 


Beautiful carvings on the roof of 
vestibule, three bands of sculpture 
on the exterior, uppermost band is 
smaller than lower two. 

Square open hall, Pyramidal roof 
of receding tiers. Statues of 
elephant and lion are shown on the 
both sides of the steps. No 
ornamentation. 

Built on high platform, facing west. 
Not panchayatana, without 
ambulatory. Heavy and simple 
tower. Plan is similar to Duladeva. 
No erotic sculptures, three bands of 
sculpture on the exterior wall of 
sanctum. In sanctum four armed 
Siva is the largest sanctum idol of 
Khajuraho. 

Not panchayatan, built on platform 
main shikhara surrounded by three 
rows of minor shikhara. Three bands 
of sculptures on the outer wall of 
sanctum. Ceiling of assembly hall is 
corbelled. 


Khajuraho is a divine gallery housing various manifestations of sex in stone. It is one 
of the places in the world, displaying complete harmony between the divine and the 
mundane desire and devotion Khajuraho represents the feast of beauty combining art 
and architecture in a manner which remains unsurpassed in the history of mankind. 
Based on their geographical location these temples are divided into three groups- 
Westem, Eastern and the Southern. The western group claims not only the largest 
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Vishvanath Temple 


Chaturbhuj Temple 


Jain 

Temples 


Duladeo 

Temple 


Vamana 

Temple 


Chitragupta Temple 


Jagadamba 


Kandariya 


Lakshmana 

Temple 


Matangeshvar Temple 


Fig. 4.1 Location of Khajuraho temples 


number of temples but also the one, which is most easily accessible. These haloed 
places of worship are variously dedicated to the Vaishnava, Shaiva and the Jaina 
faiths in keeping with the prevalent religious convictions of the 9 th to 11 th century. 17 

1. The western group is the largest of all the temple groups of Khajuraho. It is not 
compact and located in the center but also include the most renowned and 
noteworthy monuments built during the reign of the Chandella rulers. The prime 
temples of this group are the Lakshmana, Matangeshvara and Varaha temple that 
are a part of a single complex, the Vishvanatha, Parvati and Nandi temple 
situated near the above mentioned complex. The Chitragupta, Devi Jagadambi 
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and Kandariya Mahadeva temples a little to the west of the complex. Other 
temples of this group are Chaunsath Yogini and Lalguan Mahadeva, 

2. The eastern group takes in five sub-groups of temples situated in and around the 
present town of Khajuraho. Along with the three Branmanical temples more 
commonly spoken of as temple of Brahma, Vamana, and Javari. The three Jain 
temples of the deities Adinath, Parsvanath and Shantinath temples fall under this 
group. Other temples of this group are Kakramath and Ghantai. 

3. Southern group is situated at the most distant location and includes mainly the 
two temples of Duladeo and Chaturbhuja, and one newly discovered temple 
Bijamandal, which are situated near and across the Khudar nala. 

Dealing with the temples in chronological order first group would be- 

A. WESTERN GROUP 

This group is one of the largest of all temple groups of Khajuraho. The main temples 
of western group are Chaunsath Yogini, Kandariya Mahadeva, Varaha, 
Matangeshvara, Lakshmana, Vishvanatha, Devi Jagadambi and Chitragupta. Other 
temples of this group are Parvati, Nandi and Lalguan Mahadeva. According to height 
picture of western group temples is showing in figure 4.2 and height of these are 
shown in table 4.1. 


Table: 4.1 Heights of Western Group Temples of Khajuraho 


Name 
of the 
temple 

Chaunsath 

Yogini 

Kandariya 

Mahadeva 

Varaha 

Matan¬ 

geshvara 

Laksh¬ 

mana 

Vishva¬ 

natha 

Devi 

Jagadambi 

Chitra¬ 

gupta 

Height 
of the 

17.71 

100.10 

40.55 

59.58 

101.04 

83.33 

55.44 

56.43 

temple 










Source: Archaeological Survey of India, Bhopal Circle, 2013. (Height in feet) 
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Temples 


Fig. 4.2 Heights of Western Group Temples of Khajuraho 


Chaunsath Yogini 

This is the oldest surviving temple in the group (900 A.D.) This is the sole granite 
temple dedicated to Goddess Kali. It is situated one a massive platform south-east of 
the Sivasagar lake. Its length is 102 ft and breadth is 60 ft. It is surrounded by sixty 
four cells, each dedicated to on of the 64 Yoginis. But now only 39 have survived. All 
the cells are situated around the open air courtyard. The principal cell is slightly 
bigger then the rest. The breadth and depth of each cell is 2 ft AVi inch and 3 ft 1 inch 
respectively. The cells are arranged in a rectangular form rather than circular as it is 
trend in the Yogini temples. The images of goddess Mahisasuramardini, Yogini, 

1 R 

Maheshvari and the three headed Brahmani alone survived. 

This temple is not so popular because of its remote location and ruined 
situation. There is also lack of attractive and beautiful sculpture that the other 
Khajuraho temples famed for. However this temple has its own religious, historical 
and architectural background and individual identity. This temple represents skill of 
craftsman and religious faith of people in the earliest Chandella period. 
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Kandariya Mahadeva Temple 

This temple can be graded as the grandest and loftiest of the temple cluster at 
Khajuraho. It surpasses its contemporary Lingraj temple in the graceful contours of its 
tower. It is situated to the north of Chaunsath Yogini temple. The temple is measuring 
about 30.5 m in length and height and 20 m in width excluding platform. It is built on 
an 13 ft high platform. This Sandhara style temple consists of mukhmandapa, 
mandapa mahamandapa with literal transepts, vestibule, antrala and garbha-gariha. 
All the compartments of the temple have their own roofs each higher than the other 
and each with a cluster of peaks around the central nucleus. The roof over 
mukhmandapa, mandapa and mahamandapa are of pyramidal pidhas and the highest 
roof over the garbha-gariha, culminates in the tallest shikhara to which are clustered 
four urisringas on each side. Numerous minor sringas including karna-sringas and 
nasta-sringas constitute minor peaks of smaller sizes producing a rhythmical effect. 19 
The presiding deity is Shiva. The image of Shiva riding on Nandi is installed in the 
middle of sanctum. 
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Fig. 4.4 Kandariya Mahadeva Temple 


This temple was a panchyatana temple but all the four temples that were constructed 

on the comers have destroyed. There are plenty of sculptures of alluring beauty. They 

are of Gods, Goddesses mithuna and surasundaries. This is the only temple with two 

maker torana.' This temple was constructed just after the Vishwanatha temple. So it 

may be assigned to the later part of Vidyadhara reign or to c.1025 A.D. In support of 

this we have an epigraph which is on mandap’s plaster. It mentions a king Virinda, 

21 

which may have been a pet name of king Vidyadhara. 

Varaha Temple 

Varaha temple is to the opposite of the Lakshman temple. The image of Varaha the 
third incarnation of Vishnu is installed in the middle. Its length and height are 8'9" 
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and 5'9" respectively and is constructed of one piece of yellow sandstone. It is 
modeled with 674 miniature sculptures of Gods and Goddesses in rows all over the 
body and head of Boar Ganga, Yamuna Brahma, different forms of Shiva and various 
avatars of Vishnu are depicted.” In the front between the two nostrils an image of 



Fig. 4.5 Varaha Temple 


saraswati is depicted. A large serpent representing the Sheshnaga rests between the 
Boar's feats on the pedestal. All this indicate craftsmanship and art of the period. Its 
dimensions are 20'6" by 16'. It is constructed on an 10 ft high platform and is reached 
by a flight of stairs. In the construction of the temple sandstone and granite have been 
used. Its roof is supported by 16 pillars, octagonal at the bottom while being 16 sided 
in the middle and carrying a simple circular capital above. Due to its simplicity and 
austerity one may assume that it was built before the Lakshmana temple. But the fact 
is that the Lakshmana temple suggests its posterity to it. 

Matangeshvara Temple 

This is a living temple under worship and is one of the holiest of the Khajuraho 
temples. It is dedicated to God Shiva. It is often called Mritan Mahadeo by the local 
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people, which probably come from Mratunjaya Mahadeva. It means the great God, 
victorious over death. 

This temple is constructed on the northern bank of Sivasagar tank and to the 
south of Lakshmana or Vaikunthanath temple. It is about 30 ft from Lakshmana 
temple. It shows that the temples of Kliajuraho are very close to each other. There are 
many, which like Matangeshvara have very little open space around them.” It stands 
on a lofty platform Jagati and a tall adhisthana. It has a number of steps leading to a 
high sanctum floor 24'6" square inside and 35' outside. It is built purely of sandstone. 
The sanctum is occupied by a large Gauri-Patta 20'4" in diameter 4'5" in height. There 
is a polished colossal stone Shiva-linga of 1 m diameter and 2.5 m height. A 
characteristic feature of this temple is the absence of decoration on the outside. Entire 
temple was covered by a thick coating of plaster. The body of the Linga has two 
inscriptions in Nagari and Persian script. These later pilgrim records prove the 
continuity of worship in this temple. 

Lakshmana Temple 

According to the inscription this temple was constructed by King Yashovarman in 
circa 930 A.D. and dedicated for worship in 953-54 A.D. 26 This temple represents all 
the elements of a developed temple style. The measurements of temple are 98' by 
45'3". It stands on a large and high Jagati. The four subsidiary shrines are placed at 
the corners of Jagati. So it is panchayatana. The friezes at the Jagati depict a 
panorama of hunting and battle scenes and miscellaneous representations of royalty, 
nobility and day to day domesticity. The sanctum of the temple is triangular and is 
adorned with idol of Vishnu with a human head and the heads of boar and lion at the 
centre and sides respectively. The heads of boar and lion represent, Varaha and 

oo 

Narasimha incarnations of Vishnu.' On the doorway of the sanctum various 
incarnations of Vishnu have been carved. Scenes from Raas-lila are presented in the 
interior of the temple. The Lakshmana temple represents Kliajuraho art, architecture 
and craftsmanship at its peak. 
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Fig. 4.6 Lakshmana Temple 


Vishwanatha Temple 

Another fine example of the well-developed temple architecture is Vishwanath temple 
(Figure 4.7). It is situated on the eastern bank of Shivsagar. Its measurement is 87' by 
46'. The four subsidiary shrines but now ruined were placed at the four corners, so 
like Lakshmana temple it is also a panchayatana temple. The plan and design of this 
temple are similar to that of Kandariya Mahadeva temple, but smaller in dimension. It 
is dedicated to Lord Shiva and sanctum is adorned with a Shiva-Linga. Due to its style 
and architecture it is one of the finest temples of Khajuraho. The Brahmanical 
sculptures are depicted on the outer as well as inner wall of the temple. The main 
niches of the outer adhisthana present various forms of Shiva including dancing 
Saptamatrkas with Ganesha on one end and Virbhadra on the other. The shape of the 
superstructure of mukhamandapa mandapa and mahamandapa is pyramidal. The 
shikhara over the sanctum is tall and curvilinear. The roof of the assembly hall is 
supported by four pillars. These pillars show stenciled carvings. All these carvings 
differentiate this temple from the other. The temple has plenty of sculptures and all 
are well proportionate and gracefully poised notable among these is a figure of 
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Fig. 4.7 Vishwanatha Temple 


surasundari who is plucking thorn from her foot. According to an inscription this 
temple was constructed in 1000 A.D. 

Devi Jagdambi Temple 

This temple is situated to the north of Kandariya Mahadeva temple. The planning of 
this temple is much like Kandariya Mahadeva temple and belongs to the same period 
as well as 10 th and 11 th century’s. 10 There is no pradakshina path around the mandapa 
and sanctum. The temple excluding the steps is 73'3" long and 42T" wide. In style 
this temple is slightly different from other temples at Khajuraho. A striking feature of 
this temple is that vestibule and varandha are common. Originally the temple is 
dedicated to Vishnu. On the entrance of the sanctum an image of Vishnu has been 
installed who’s right and left sides are the images of Shiva and Brahma respectively/ 
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Fig. 4.8 Devi Jagdambi Temple 


In the sanctum is a colossal image of Goddess Luxmi. Probably that’s why it is called 
Jagadambi temple. The sculpture embellishment of the Jagadambi temple is as rich as 
that of the best temples of Khajuraho. It displays various forms of Shiva and Vishnu 
on the outer walls and in the inner niches of the temple. On the south of sanctum the 
figure of Yama is remarkable for its expression. 

Chitragupta Temple 

This temple is situated towards northern end of the western group of temples 
dedicated to the Sun-God Surya. This temple faces eastwards to the rising sun, 
although it is popularly known as Chitrgupta temple. The measurement of the temple 
is 74'9" by 51'8". The main components of temple are Mukhmandapa, Mahamandapa, 
Antarala and Garbha-gariha. It seems that this temple is more ornate and developed 
than the Jagadambi temple and slightly later in date. 5' tall image of sun 
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Fig. 4.9 Chitragupta Temple 


god wearing top boots and driving seven horses chariot is placed in the sanctum. The 
other group scenes depict royal processions group dance, elephant fight, hunting, 
typical of the Chandella court-life. A scene of a party of stone carrier is remarkable. 

When was this temple constructed can not be said certainly? But it may have 
belonged to the 10 th and 11 th centuries like others. The Chopra tank with flight of 
steps on all the four sides is situated about two hundred yards to the north-west of this 
temple. A small four storey ad pavilion supported on pillars from all sides only two 
stories of which have survived can be seen in the midst of the tank. 

Lalguan Mahadeva Temple 

This temple is built on the eastern bank of Lalguan Sagar Lake, from which it derives 
its name. It is about half a mile to the west of Chaunsath Yogini temple. It is 
dedicated to Lord Shiva or Mahadeva. 34 This temple is built partly of sandstone and 
partly of granite, so it marks a transitional phase. It faces west and stands on a 2.43 m 
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high Jagati. It is of modest size with pyramidal superstructure of receding tiers of 
piddhas simple plan and design with few ornaments and belongs to the transitional 
phase. It is time between A.D. 900 - 925. 35 

Brahma Temple 

This temple is situated on the eastern bank of Khajur Sagar or Ninora Tal. Its name 
Brahma is the result of an old misunderstanding. In the centre of sanctum chaturmukh 
linga was installed but people took it to be that of Brahma. In its construction both 
granite and sandstone have been used. So it supports the conclusion that it belongs to 
the later half of 9 th or first half of 10 th century. 36 The roof is made of sandstone while 
the structure below the roof is made of granite. The superstructure of the temple is 
very good. There is no carving on the outside of it but decorative frieze runs all 
around the building. The door of the sanctum is decorated in a characteristic style of 



Fig. 4.10 Brahma Temple 


07 

Khajuraho. On the doorways and on the doorjambs there are figures of Vishnu. The 
external shape of the temple is of cross with projection on each side while internally it 
is in the form of square. On the north and south of the lateral projections there are 
latticed windows. 38 
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Nandi Temple 

Right in front facing the Vishvanath temple is the Nandi temple. This temple is 
dedicated to Bull Nandi. The bull is vehicle of Shiva. The statue of Nandi is 7'3" long 
6' high and the face of Nandi is towards its master Shiva. The measurement of temple 
is 31'3" by 30'9". It is contemporary of Vishvanath. 39 

Parvati Temple 

This temple is built to the south-west of Vishwanath temple. It is a small temple 
dedicated to Parvati. It is constructed on a high platform Jagati and is a completely 
restored temple. It seems that interior part of the temple has been built with old 
materials. In the sanctum a beautiful image of parvati with four arms has been 
installed. 


t 

A 



Fig. 4.11 Parvati Temple 


Devi Temple 

This is a small temple near to the Lakshmana temple. Facing west, it was a 
panchayatama temple but now it stands alone. Here is an image of four armed Parvati, 
Shiva’s consort. Perhaps because of this image this temple is called Devi temple. But 
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the fact that Vishnu is represented in the centre of the lintel above the door leading 
into the sanctum with Brahma on his right side and Shiva on his left proves that the 
image worshipped there was not Devi’s. 40 This temple lacks of carving and 
ornamentation. The main part of the Shikhara and the wide flat layers which form the 
superstructure are without ornamentation and so is the Jangha. Certain decorative 



Fig. 4.12 Devi Temple 


designs are found at roof of Antarala. The doorway leading into the sanctum is 
elaborately ornamented. The base of the porch, the columns and the pillars with their 
respective capitals belong to the original construction. But the roof of the porch is 
product of restoration and belongs to the recent times. 

B. EASTERN GROUP 

Parshvanath Temple 

It is the largest temple in the group of three Jain temples. Its dimensions are 68'2" by 
3411". It has an additional sanctum to the south, unlike any other temple of 
Khajuraho. In the sanctum formerly there was an image of Parshwanatha. 41 This fact 
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is supported by an image of bull carved on the pedestal, but the black marble image of 
Parshwanatha was installed there in 1860. The sculptures on northern wall depict 
everyday activity, in awesome detail. A woman sits bent pensively on a letter 



Fig. 4.13 Parshwanatha Temple 


a lovely young girl removes a thorn from her foot. All this depict the skill of 

42 

craftsmen and their deep understanding of the trifles that make up human life. 
Besides these images there are depictions of many Jain and non-Jain gods and 
goddesses. Parashurama, Balram, Rama, Sita with Hanuman, scenes of Krishna 
legend various forms of Shiva are depicted here. 41 The Lakshmana temple and 
Parshwanatha temple are the two temples at Khajuraho displaying scenes of Raas-lila. 
According to the inscriptional evidence the temple belongs to the reign of Dhanga i.e. 
954 A.D. The architectural and sculptural styles of the temple show a remarkable 
affinity with Lakshmana temple. 44 
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Shantinath Temple 

This temple is situated to the south of Parshwanatha temple. In the sanctum a colossal 
image of Adinath with a bull is placed. This image is 14' high. There is an inscription 
dated 1085 Vikrama year means 1025 A.D now this inscription is hidden under the 
plaster. The out structure of this temple is modem with several cells enshrining old 
images of the Tirthamkara. 

Adinath Temple 

This Jain temple is situated to the north of Parshvanath temple within the same great 
enclosure which contains the entire Jain temple. The temple stands on a high 
platform, Jagati. It is a small Nirandhara prasad with antrala and garbha-gariha while 
the mandapa and mahamandapa are entirely vanished. The temple is saptartha in plan 



Fig. 4.14 Adinath Temple 

as well as in elevation and each bhadra shows additional projection. Another 
Nirandhara prasad temple with saptaratha shikhar is Vaman. 45 The temple enshrines 
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an image of Adinatha but it is not original one. On the gateway to the sanctum there is 
an image of Jain Goddess with four arms. On the frieze of lintel sixteen auspicious 
dreams of mother of Mahavira have been depicted. There are three bands of 
sculptures. Hindu Gods and Goddesses are depicted here. Neither number nor the 
quality of art is according to the size of temple. 46 
Vamana Temple 

This temple stands a furlong east of Khajuraho sagar and to the north of Khajuraho 
village. It is constructed on a high platform Jagati facing east. 47 The temple is 
nirandhara prasad and in plan and design it resembles to Devi Jagdambi and 
Chitragupta temples. The dimensions of temple are 62'9" and 45'3'. The Vamana 
temple enshrining Vaman, the fifth dwarf incarnation of Vishnu. The statue of Vishnu 
is 4' 8" high. The temple displays various forms of Vishnu and Shiva. The main niches 
of the sanctum contains in the lower row, the god Vishnu in three aspects his 
incarnation Narsimha, Varaha and Vamana. The above row represents three groups 
which are most important from iconographical point of view. They are the marriage of 
Shiva and Parvati on the west Vishnu and his consort Lakshami on the north while on 
the south is a very rare representation of Brahma accompanied by Brahmani. Apart 
from these divinities there are many sculptures of apsaras. Their bodies are very 
slender. 

Kunwar Math 

To the south of Jain group, near the Kudar Nala is situated Kunwar Math temple. 
Externally its measurement is 66 ft and 33 ft. It is composed of usual five 
compartments and is designed and decorated in traditional Khajuraho style. Its 
remnants are the entrance to the sanctum and the four pillars of the transept. On the 
door of sanctum is an image of Shiva and on its both sides are Brahma and Vishnu. 
Probably it is built by some of Chandella prince that’s why it is called Kunwar 
Math. 49 

Javari Temple 

This temple is situated to the north-east of Khajuraho town. It derives its name from 
the fields, Jabar which surround it. From the point of view of design and plan this 
temple is similar to the Chaturbhuja temple. It is a gem of architecture for its 
remarkable proportions makara-torana of twenty four loops and decoration of the 
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ardhamandapa and mandapa roof. In sanctum four-armed image of Vishnu has 



Fig. 4.15 Javari Temple 


been placed. It is a Nirandhara Prasad and consists of ardhamandapa, mandapa, 
antarala and garbha-gariha. Its dimensions are 39 ft and 21 ft. In spite of its smallness 
it is one of the most finished architectural works of Khajuraho. It is covered with rich 
architectural and sculptural ornamentation of complicated design. 

Ghantai Temple 

This temple is called Ghantai by the local people on account of the chain and bell 
ghanta motifs. They are prominently carved on its tall elegant pillars. This temple is in 
ruined condition. In plan and design it is similar to Parshwanatha temple. The original 
roof of the temple has now been replaced by a new one. It faces towards east and has 
an ardhamandapa and mahamandapa still surviving. The doorway of mahamandapa is 
of seven sakhas decorated with dancing ganas playing on musical instruments and 
mithunas. The sanctum enshrined 2.75 m high image of four armed Shiva. The image 
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is standing on a pedestal and is in tribhanga pose. This image is remarkable for its 



Fig. 4.16 Ghantai Temple 

rare iconography and face expressions. The iconography of the temple includes Shiva, 
Vishnu and Surya, composite figures like Ardhanarisvara, Hiranyagarbha and 
Narsimha. 50 

This temple anticipates the Duladeo in many features of plastic style and 
ornamentation. It is datable to 1180 to 1200 A.D. The temple is dedicated to 
Digambara sect, it is clear from numerous Jain images that are found during 
excavations around this temple. An inscription in Nagari script is also found, 
engraved on the lion pedestal of a large Adinath image. 51 The walls and doorframe of 
the temple are decorated with numerous sculptures of lotus stalks, garland loops, 
elaborately carved chain and ball motifs, processional scenes in all their splendor and 
extravagance. 52 
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C. SOUTHERN GROUP 


Duladeo Temple 

This temple is in the south of Ghantai temple. An interesting story is related with the 
name of this temple. Once, a bridegroom came in this temple. Suddenly he fell down 
and died and became a God. After his this temple named holy bridegroom or 
Duladeva. It is a Shiva temple and its measurements are 69'2" by 40'3". It is 
developed sapta-ratha temple. It has three bands of sculptures 



Fig. 4.17 Duladeo Temple 


on the outer surface. The iconography of this temple shows some distinctive traits. 
The temple sculptures desk plays Shiva, Vishnu, Surya, Hiranyagarbha etc. It has a 
large closed hall with ceiling decorated with twenty apsaras grouped in bunches. On 
its Jangha there are repetitions of images of Shiva and Shiva-Parvati. In its top row 
are the bands of sculptures of flying Vidyadharas. On the basis of its design style 
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ornamentation and plan this temple is assignable to the 11 th or the beginning of 12 th 
century. 

Chaturbhuja Temple 

Three furlongs to the south of Jatkari village stands the Chaturbhuja temple. An 
inscription of Lakshmana temple shows that Yashovarman installed the image of 
Vaikunthanath in the sanctum of a temple at Khajuraho. Unlike other temples of this 
temple facing west. It is a nirandhara type temple its main components are 



Fig. 4.18 Chaturbhuja Temple 


mukhmandapa, mandapa, antrala and garbha-gariha. The doorway of the sanctum has 
seven shikhars. They depict scrolls mithun and dancing ganas. 54 
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NEWLY DISCOVERED TEMPLE 


Bijamandal Temple 

Bijamandal is recently discovered temple. This temple is very rich in terms of 
architecture and sculptures. It also highlights the social and religious life of Chandella 
dynasty. This temple is also called Vaidyanatha. It is situated in Jatkari Village. The 
architectural and Sculptural wealth of this temple throws much light on the social and 
religious scenario of 10 th to 13 th century period. Perhaps it was a panchayatna temple 
because at each of the four corners of the platform stone architectural fragments were 
found. 55 



Fig. 4.19 Bijamandala Temple 
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Architectural Pattern of Khajuraho 

Temples 


“Architecture is that great living creative sprit which from generation to generation, from 
age to age, proceeds persists, creates, according to nature of man, and his circumstances 

as they change. That is really architecture.”. Frank Lloyd Wright. Architecture is the 

matrix of civilization. Each great cultural movement has made its particular contribution 
to the art of building. The roots of Indian architecture reach deep down to the Harappan 
culture, the Indus civilization (c. 3000-2000 B.C.) which was in a fairly matured state as 
early as 3000 B.C. The buildings of the Indus Civilization were plain and merely 
functional without much more architectural ornamentation. The Indus valley finds include 
some images supposed to be the objects of worships, but no trace of temple has hitherto 
been discovered. Sir Mortimer Wheeler believes on fairly convincing grounds that a 
building in the HR region of Mohenjo-Daro, with an imposing entrance and double 
stairway leading to a raised platform, was probably a temple. 1 Though it is impossible to 
know when the worship of a deity embodied in a sculptured image. But mode of worship 

9 

was prevalent in the civilization of Indus valley. 

The earliest form of temple emerged from the huts in which human being 
themselves lived, round huts with domical roofs called Kuta and rectangular huts with 
gable roofs, called Sala, both made of bamboos. With the growth of civilization the 
system of kingship emerged and along with this institution, the concept of palace 
architecture developed. The palace is called Prasada, hence very often; the temple is 
called prasada or palace of God. 3 The early Vedic literature (c. B.C. 1500 - 800) is also 
silent about temples or any structure of a religious nature. But in the Vedic-age, some 
references of temples are found in the Rig-Veda but it is not possible for us to ascertain 
with precision what their architectural forms were. 4 However, architectural edifices are 
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variedly mentioned in the Ramayana and Mahabharata, Pali literature also dealt with the 
science of architecture, the Vastu-vijja. 5 The intervening period in the ancient Indian 
history between the Aryan conquest c 1500 B.C. and the advent of the historical Buddha 
(566 B.C.-486 B.C.) does not give any architectural evidence on the existence of temple. 6 
But it does not mean that there were no temples in India during this period. At that time, 
perishable and less durable media such as bamboo, wood, kuchchi brick, cloth and clay 
only were used for constructions, so there are no evidences available. Building permanent 
temples came into vogue only during the Mauryan period and mainly due to the influence 
of the Buddhism but no temple of an image of God is referred to during the Mauryan age. 
History also reveals the existence of palaces- as the one accounted by Megasthenes in 300 
B.C. completely made of brick and wood and not of stone. The rise of Buddhism, which 
owned much to the support of Mauryan Emperor Ashoka (c 269-232 B.C.), 
foundexpressive in the construction of three kind of monuments- The Stupa, a sepulchral 
monument, the Chaityagraha and the Vihara or monastery. These forms came to 

o 

constitute the basic architectural language of India. 

Asoka issued the rock edicts, pillar-edicts and made caves carved out, but no 
temple was erected. However, during this period some images of semi-divine beings like 
yakshas and yakshins supposed to be the village deities were carved by the sculptors, 
which suggest the beginning of the image making or iconography. 9 The first stone 
architecture in India was rock-cut and executed by Buddhist monks. They were probably 
preceded as well as accompanied by wooden structures which are destroyed over the time 
while stone endures. The earliest cave temples include the Bhaja Caves, the Karla Caves, 
the Bedsa Caves, the Kanheri Caves and some of the Ajanta Caves. Early Buddhist 
architecture was likely indirectly inspired by that of Egyptians. The Egyptians were 
probably the first civilization in the world to construct stone architecture, they began with 
stone build pyramids in the 27 th century BCE (Djoser’s Step Pyramid in the Saqqara) and 
contained with rock-cut tombs in the 16 th century BCE (Valley of the Kings in Luxor). 10 
There are two types of rock-cut architecture. The first type consists of nothing but internal 
spaces comprising of vast chambers while other type is carved downwards into a rocky 
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outcrop and creates architectural volumes of a sculptural character. The caves of 
Elephanta and temples of Ellora are of the first type and seven Pagodas or rathas sculpted 
out of the rock at Mamallapuram is the example of the second type and the Kailasa 


Shikhar 


( Spire ) — ^ 


Uru-shtkar (Half spire) _< 


Garbha-griha (Sanctum sanctorum) 

Antaral (Vestibule) 

Kalash (Symbolic water pot) 
Amalak (Pure essence) 


Pradakshina 

(Ambulatory) 

Jangha (Walls) 

Balconied windows 

Jagati (Platform) _! 



Maha-mandap 
(Larger assembly hall) 


Mandap (Assembly hall) 


, Ardh-mandap (Entrance 
' porch) 


Entrance steps 


Fig. 5.1 Various parts of a typical Temple 

temple at Ellora combines both kinds of rock-cut. Hindu phase of temple building 
evolved in the period of imperial Gupta from 4 th to 6 th centuries A.D. Early in the 5 th 
century, at Udayagiri near Vidisha and at Ramgarh in Madhya Pradesh, the Gupta rulers 
initiated the creation of Brahminical or Hindu cave temples with sculpted panels. There is 
an overlap of nearly two hundred years when both Hindu and Buddhist structures were 
built in India from roughly 500 to 700 and Hinduism emerged triumphant over Buddhism 
and dominated all subsequent Indian architecture. After the serration of rock-cut Hindu 
architecture was stone built. Figure 5.2 shows the timeline of stone architecture in India. 
Till about the 6 th century A.D., the style of temple architecture was similar both in north 
as well as in the south. It was only after this date that each began to evolve in its own 
different direction. 11 The temple of northern India belong to the category called ‘Nagara’, 
those of south India 
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are called ‘Dravida’ and those belonging to middle region (Karnataka) and of mixed types 
(Nagara and Dravida) are called ‘Vesara. Chapter XLIX 1-2, the ‘Kamikagama’ assigns 
the Nagara temples to the country from the Himalaya to Vindhya, Vesara from the 
Vindhya to river Krishna and Dravida from the Krishna to Cape Comorian. These distinct 
architectural styles occurred in the different parts of India, was result of geographical, 
climatic, ethnic, racial, historical and linguistic diversities. There is existence of some 
regional style in West Bengal, Kerala and the Himalayan areas. There is always an 
intimate relationship between religion and architecture. 

The early sources, from the Brhat Samhita onward to the earlier chapters of the 
Agnipurana classify the temples neither according to Nagara, Dravida and Vesara nor 
according to their regional distribution. They give the norms of proportionate measure 
and list 20 possible shapes of prasada which conform to the canons. Here, I explained 
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only three most basic forms of temples, the Nagara or the Northern style, the Dravida or 
the southern style and the Vesara or mixed style. 

Nagara Style 

The history of northern style of temples begins with the Gupta and their successors from 
5 th to 7 th century and advanced to early Chalukyas, 7 th to 8 th century, the Kalingas and 
Eastern Gangas, 8 th to 13 th century, the Pratiharas and Chandellas ,8 th to 11 th century, the 
Maitrakas and the Solankies, 8 th tol3 th century and Rajputana,8 th to 12 th century. This 
Nagara style is most prominently seen in the Orissan temples and is widely distributed 
over a great part of India. Having its centre in Madhyadesa temples were built in the 
Nagara style, from Himalaya in the north, to the east and west coasts of India and as far 
south as the river Tungabhadra. Madhyadesa was bounded by the river Saraswati in 
Kurukshetra, Allahabad, the Himalaya and the Vindhyas. James Ferguson prefers the 
name Indo-Aryan to Nagara. The northern or Indo-Aryan style of architecture covers the 
whole area once occupied by the Aryans, “Usually designated as Hindustan” to the north 
of the Tapti and Mahanadi rivers. What is known as the Jain style of architecture in 
western India is a development or variety of this Indo-Aryan order and was used by the 
Hindu and Jains alike all over Rajputana, Malwa and Gujarat. 14 

The word ‘Nagara’ is derived from Nagar which is a common name for the town 
and ‘Nagara’ is an adjective therefore it implies something pertaining to Sri Nagara or 
Pataliputra, the ancient Metropolis of India. Braht Samhita says that temples, conforming 
to the prescriptions should be built according to the towns. 15 Nagara may also be derived 
from ‘Naga’. The Vastupurasa has the shape of ‘Naga’ and the Vastunaga who is Shesa or 
Ananta, encircles every site. 16 Architecture is the art and science of deigning and erecting 
building and other physical structure. The Nagara style temple architecture reveals two 
distinct features. One of the distinctions is in planning and other one is in elevation. The 
characteristics temple plan of the northern India which was developed in the 5 th century 
contained the basic compartments grabha-gariha surrounded by an ambulatory path, an 
outer portico with columns in front and a flat roof of stone. 
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Fig. 5.3 Architectural Terms of the Nagara style Temple 

This was the classical of golden period when the art and architecture received 
strong encouragement. But temples built during this period were simple i.e. temples at 
Sanchi, Tigawa and Deogarh. The development of shikhara started at the temple of 
Deogarh in Madhya Pradesh. 17 The temples constructed in the 8 th century had smaller 
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shrine and shikhara become the crowing feature of the temple. The addition of mandapa 
to the temple started during this period itself. Later on rectangular wall around the temple 
and addition of subsidiary shrines at each comer was also took place in the same period. 
Earlier to this period, the temple such as Teli-Ka Mandir, Gwalior and Vaital Deul, 
Bhubaneswar has only main sanctuary with neither the mandapa nor the portico. Gupta 
temples had also none. The temple complex of the Chalukya of Badami marks an 
important phase in the evolution of temple architecture in India. It reveals numerous 
experiments in stylistic variation. 

Here, perhaps was the origin of the classical trichotomous classification of Indian 
temples into Nagara, Dravida and Vesara. 18 It is said that the word Nagara actually mean 
squares, Vesara circular and Dravida polygonal (6 to 8 sided). The buildings of Nagara 
style are quadrangular from base to the top, those of the Dravida are octagonal from the 
neck to top and those of Vesara style are round from the neck to top. The Nagara style are 
characterised by a beehive shaped tower, called shikhara made up of layer upon layer of 
architectural element such as kapota and gavakshas, all toped by a larger round cushion¬ 
like element called an amalaka. Nagara style temple developed over a time and one once 
established it went on changing its style and pattern. The temples of this style can be 
categorized in the following types- 

1. Latina 

Early Nagara temples dating from 5 th century onward were of Latina mode. Gupta shrine 
such as those at Sanchi and Tigawa were originally flat roofed or may have 
superstructures which have since been lost. 19 But it was during the 7 th century, the fully 
developed Latina form appeared with its curved spire with rising to a ribbed amalaka and 
pot-finial (kalasa). The Latina, curvilinear in outline the type most usually found above 
the sanctuary. The Latina shikhara is composed of a series of horizontal roof slabs 
gradually receding towards the top and provided with projections that extend from the 
base and wall of the temple. The surface of shikhara is covered with vine like tracery 
composed of diminutive chandrasalas. Above the truncated top (skandha) projects a neck 
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on which rests a large grooved disk (amalasaraka) and above it sits a pot with a crowing 
finial. Each storey is indicated by miniature amalasarakas at the four corners, repeated all 
the way to the top. So the basic option for a Latina temple concern the number of 
segments or projections in the wall and usually corresponding in shikhara and number of 
bhumis (levels) in the shikhara marked by the corner pavilions. This style covers a wide 
area from Nalanda (Bihar) to Alampur (Andhra Pradesh) and Pattadakal (Karnataka). 

Main temple of this type are temples at Deogarh, Stupa at Nalanda, temples in 
Madhya Pradesh at Amrol, Bateshara, Gwalior, Nareshara, Terali and at Roda, Shamlaji, 
Modhera in Gujarat and Galaganatha temple at Pattadkal in Karnataka etc. 

2. Phamasana 

In Phamasana temple, the shikhara is rectilinear in outline and capped by a bell-shaped 
member and this form more usually found above the mandapa. Certain regions favoured 
Nagara versions of Phamasana between the 6 th and 8 th centuries including Karnataka 
under the early Chalukyas, at Aihole and the Himalayan foothills, at Jogeshvara. It was 
the principal shrine type in Saurashta during the 7 th century, in both its multi-tier and its 
pent roof (the sloping tier) forms. Mahadeva temple, Bileshvara is an example of 
Phamasana shrine with aedicule at corners. 

3. Valbhi 

Valabhi shrine are rectangular, entered through one of the long side and were normally 
dedicated to goddesses. The term ‘Valabhi’ is probably derived from Vala, a curved 
rafter, like the ones combined in a Valabh or chassis of the kind that would have 
supported the tunnel or barrel roof, single or with side-aisles, covering the sort of timber 
framed structure represented in masonry by this mode. The horseshoe arch form, the 
hooped gables to the roof ends and dormers, commonly known as the gavaksha (cow-eye) 
was the inseparable part of this kind of architecture. The Valabhi denotes a pitched roof¬ 
having a ridge. Its slopes are on its four sides- it is a hipped roof or on two sides only. On 
the ridge three Amalasarkas are placed. Attie rooms (grabha) or dormer window 
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(Chandrasala) are on either side of the ridge. The Valabhi Prasada is rectangular on 
plan, its length being thrice its width, with a barrel roofed superstructure running at right 
angle to the direction of entry to the garbha-gariha. The temple of this group have each 
one Mekhala, the number of their doors depends upon their length. There are many small 
chambers (grabha) in its valabhi. Nava-Devi temple in Yagesvar, The Vaital Deul in 
Bhubaneswar, Teli-ka-mandir in Gwalior are examples of this form. 

During the 8 th century, the Valabhi concept was extrapolated into complex 
networks of gavakshas, extending downwards through a proliferation of overlapping 
motifs rather than through the addition and more readily applicable to niche pediments 
(udgamas) and to eave-dormers than to full-size valabhi gables, such pattern has a stepped 
outline and sequences of such gables are created, projecting one from another, as in the 
earlier detelescoping Valabhi temples, through much transform. Valabhi is also the form 
of the antefix or shukha-nasa of the Nagara modes and these forms contained to play its 
part with changes till the end of 9 th century, when it ceased to be used for whole temples, 
at least in central and western India. 

4. Shikhari 

The composite shekhari mode was the most important form of Nagara temples from the 
10 th century onwards in central and western India. The shikhari consists of the central 
latina spires with one or more rows of half spires added on either side and miniature 
shikharas clustered along the base and comers. The whole mass of carved masonry 
recalling a mountain with a cluster of subsidiary peaks. Before the emergence of the 
shekhari, there were two related type which are ‘Anekandaka’ and ‘proto-shekhari’. 
These introduced the shekhari-topped pillar form (kuta-stambhah). In the simple type-I of 
proto-shekhri, a Latina shikhara rises over four comer kuta-stambha with valabhi- 
crowned bhadras. The type-II is a downward extension of this with an extra tier, still with 
three projections and the valabhi flowing down and apart into a wide porch-like 
bhadras. 23 Sanderi Mata temple, Sander (Gujarat) is the example of this type-II. Adam 
Hardy has described total five principal types. Type-III, appeared early in the 11 th 
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century, with five projections in the first-tier, a sequence of three urah-shringas unfurling 
on each face and the number of kuta-stambha in each quadrant flowing down from one to 
three to five and with its stepped diamond plan, bringing the corners into a line with 
adjacent projections. Someshvara temple, Kiradu (Rajasthan), Navalakha temple, 
Sajakpur Gujarat) are the example of this type. Type-IV and Type-V were established in 
the 11 th and 12 th century. Type-IV had three main springing levels in the shikhara and two 
or three urah-shringas on each face with a stepped diamond plan. Type-V had an 
additional springing level and two possibilities of up to four urah-shringas. This type-V 
can be noted in the Kandariya Mahadeva temple, Khajuraho and Samiddheshvara temple, 
Chittor and Jain temples of Ajitanatha at Taranga etc. 

5. Bhumija 

This form emerged in the 11 th century long after the shekhari. Bhumija variety of northern 
India shikhara was particularly popular in temples of western India, northern Deccan and 
Malwa regions. It comprises a central Latina projection, tapering towards the top on all 
four faces. The quadrant so formed is decorated with miniature spires in horizontal and 
vertical rows all the way to top. 24 A Bhumija temple is known by the radiating, cascading 
chaus of slender kuta-stambhas on every angle between its out-thrusting bhadras, with the 
kuta-stambhas fully exposed in the first-tier and buried to their chests in the serried ranks 
above. The plan can be orthogonal or stellate. Udayeshvara temple, Udaipur, Devi temple, 
Ramgarh (Rajasthan), Malavai temple, Alirapur (Madhya Pradesh), Surya temple 
Jhalarpatan, Chnnekeshava temple, Belur (Karnataka) are the example of such type. 

Dravida Style 
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Dravidian style of architecture emerged thousand of years ago in the southern part of the 
India being developed by the Dravidian peoples. The temples of this style are located in 
the southern Indian states of Tamil Nadu, Karnataka, Kerala and Andhra Pradesh. Various 
dynasties and empires such as the Cholas, Chera, Pandyas, Pallavas, Rashtrakutas, 
Chalukyas, Hoysalas and Vijyanagara Empire amongst many other have made a 
substantial contribution to this architecture. Pallavas were pioneers of south Indian 
architecture. The rock-cut temples dating from 610 to 690 AD and structural temples built 
from 690 to 900 AD are the earliest examples of this style. The Pallavas rulers lead the 
way of Dravidian style of temple architecture and they built the temples at 
Mahabalipuram. They are excavated pillared halls and monolithic shrines known as rathas 
in Mahabalipuram. Kailasanatha temple or Rajasimha in Kanchipuram is a fine example 
of Pallava style temple. Earliest developments in Dravida temple can also be traced in the 
Ravana Phadi cave, Aihole, the alpa vimana (mono-adecular shrine) and upper Shivalaya 
Badami, the super structure build in early 7 th century by early western Chalukyas- the 
Chalukyas of Vatapi. 25 

The classical tradition of Dravida style was transmitted by the Pallava dynasty 
rulers to the Cholas (900-1150 A.D.). The Cholas had built several hundreds of temples. 
The temple of Koranganatha at Srinivasanlur which has mandapa with attached sanctuary or 
vimana, is one of the earliest examples of Chola architecture. Gangaikonda Cholapuram 
temple was constructed with 50 ft high shikhara. The Brihadeshwara temple at Thanjuvur 
with a height of 60 m has been described as the most beautiful specimen of Tamil 
architecture and land mark in the evolution of building art in southern India, by Percy 
Brown. During the Pandyas rule (cl 100 - 1350 AD), the south Indian temples were added 
with the lofty gateways ‘gopurams’ at the entrance with the basic temple composition. 
The gopurams made the temple elevation attractive and also provided the temples with an 
enclosure. The gopurams evolved from a rectangular base with a pyramid crowned with a 
barrel vaulted form. The Sandara Pandya gopuram, added to the temple of Jambukshevara 
(1250 A.D.) and gopuram of the great temple at Kumbakoman (c.1350 A.D.) are the best 
examples of gopurams of Pandya times. The temple of Airavatesavara at Desuram was 
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also constructed during this region. The temple erected by the Hoysalyas (c.1100 - 1343 
A.D.) has a distinctive style of architecture. This Hoysalya architecture style is described 
as Karnataka Dravida as distinguished from the traditional Dravida 26 and is considered an 
indifferent architectural tradition with many unique features. The Hoysala temples have 
complicated plans which may be polygonal or star-shaped with numerous angled 
projections. The carved surfaces are executed with remarkable precision, usually in 
Chlorite. The columns are surmounted by a vase-shaped ornament. Pyramidal towers are 
used to make the temple look like a double or triple temple. The finest examples of their 
architecture are the Chennakesava temple in Belur, Hoysalesvara temple in Halebidu and 
the Kesava temple in Somanathapura. The Dravidian style concluded in a series of 
extended temple cities or townships. The finest example of township is temples at 
Srirangam and Madurai with several concentric enclosures. 

The Structural Components of Dravida Style Temple 

A general south Indian or Dravida style temple, commonly called ‘Vimana style’. Vimana 
means ship or boat, is based upon Agamas and Shilpa and Vastu Shastra. This style of 
temple is usually made from stone. Its shape may be rectangular, square, star-shaped or 
octagonal. These temples usually have gate pyramids, gopurams, which are large towers 
over the entrance, a vimana, which is the tower over the sanctum and large pillared halls 
and corridors. The sanctum or grabha-gariha contain the pitha where the main deity of the 
temple is sited. It is usually semi-dark and has no sculptures, except the main deity. There 
is usually a pradakshina path around the deity. The sanctum is topped by a pyramidal 
tower several storeys high called vimana or shikhara. It is crowned by a chakra in a lord 
Vishnu temple and trident in a Lord Shiva temple. The inner sanctum is surrounded by 
subsidiary shrines, mandapa and pillared corridors. Mandapa means any roofed, open or 
enclosed pavilion resting on pillars, standing independently or connected to the sanctum 
and have one or more entrance porches. Like north Indian temple it contains antarala, 
mahamandapa and mukhmandapa. The subsidiary shrines or altars contain other deities 
including the consort of the main deity. Many south Indian temples have several halls, 


112 


Indological Truths 


such as ranga-mandapa- a large audience pavilion, Yajna hall- for occasional sacrifices, 
Nrittya hall- for dance recitals, Vahana-mandapa- place for vehicles, Kalyana-mandapa- 
marriage hall, Asthana-mandapa- were the processional deity is dressed, Vasanta- 
mandapa- hall in the middle of the temple tank used for festival and Utsava-mandapa- 
hall for festival occasions. These temples also have a treasury, a 
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Fig. 5.7 Simplified scheme of a Dravidian style temple 


kitchen, store-room and dinning hall. In the early 7 th century, there exists the Alpa- 
vimana; the simplest possible Dravida vimana was a ki nd of primitive hut with just a 
base, a wall and a roof. So this form of Dravida shrine has a walled sanctum supporting a 
single pavilion in the superstructure. Alpa vimana are one-tier shrine but conceptually of 
two storeys- the real grand floor and an imaginary floor to the upper pavilion. But during 
the 7 th - 8 th century the simple alpa-vimana took the form of multi-aedicular vimana 
design, variations on the alpa-vimana form used as the top tier (tala) or upper temple of 
more complex design, with kapota-panjara aedicule with central projection and kutas on 
the prati platform, staggered shala aedicule and muilti-aedicular. Vijayala-Cholishvara 
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temple, Narttamalai (mid 9 th century) and Agastishvara temple, Kilajur are example of 
such type. Later on stellate vimana were constructed. Draupadi’s ratha at Mahabalipuram 
is example of simple Alpa-vimana. Arjuna ratha is an example of step pyramid structure 
decorated with miniature building. Bhima ratha reproduces the chaiyta-model. The Shore 
Temple at Mamallapuram (c700 AD) resembles the rathas in having stepped roof-storeys 
decorated with miniature building and culminating in monolithic octagonal domes. 

Vesara Style 

Vesara is a type of Indian architecture primarily used in temple. It is combination of the 
‘Nagara’ and ‘Dravida’ styles. Etymologically, the term ‘Vesara’ has been given three 
explanations. Firstly, it is deemed to be a corrupt form of the Sanskrit word ‘mishra’ 
meaning mixed denoting a mixture of two styles. Secondly, it means a ‘mule’ which 
again is a hybrid of two animals- an issue of heterogeneous parents. Such temples in plan, 
it is Dravida and in the shape of its details, it is Nagara. It denotes a mixed style. Thirdly, 
Vesara is believed to have been derived from Sanskrit word ‘Vishra’ meaning an area to 
talk a long walk. The quarters of Buddhist and Jain monks who left urban area to live in 
cave temples were called viharas. 

In the early Chalukya period hybrids are found mainly in the middle phase. Two 
examples of this phase are Jambulingesvara, Badami, Durga temple, Aihole. These early 
temples show a great deal of Buddhist influence. This trend was started by the Chalukyas 
of Badami (500 - 753 A.D.), refined by the Rashtrakutas of Manyakheta (750 - 983 
A.D.) in Ellora, Chalukyas of Kalyani (983 - 1150 A.D.) in Lakkundi, Dambal, Gadag 
etc. and epitomized by the Hoysala Empire (1000 - 1330 A.D.). Many temples in 
central Indian and Deccan have used the vesara style with regional modifications. The old 
temple of Papanath (680 A.D.) at Pattadakal shows a curious combination of styles. The 
body of the temple is Dravidian but the shikharas is a curious approximation to the form 
of the early northern Hindu or Indo-Aryan order, while in details the temple show a 
strong banning of Dravidian. 30 Vesara probably refers to temples typical from 11 th 
century in Karnataka and elsewhere in the Deccan. Temples built from 11 th to 13 th century 
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were basically Dravida, do have Nagara like aspects. A temple such as the 
Kashivishveshvara, Lakkundi, of later Chalukyas, in its west vimana, centers on a 
prominent shekhari niche and displays Nagara forms in its intermediate projections and 
other many features of Dravidian, but it not fully hybrid. It essentially Karnata Dravida 

T 1 

rather then mixed. The Hoysala temples at Belur, Halebidu and Somnathpura are the 
examples of this style. The surface in these Hoysala temple are carved in high relief with 
detailed repeating patterns of miniature shrine models, distinguishing them also from 
contemporary temples in other parts of India. The temples of Sirmour, Baijnath, Baroli 
and Amarkantak are also the examples of this Vesara style. 


ART AND ARCHITECTURE OF KHAJURAHO TEMPLES 

The temples of Khajuraho built in central India are marvelous example of Nagara style of 
architecture. Khajuraho represents the feast of beauty combing art and architecture in a 
manner, which remains unsurpassed in the history of mankind. According to Benjamin 
Roland, ‘the culmination of the Indo-Aryan genius in architecture was attained in the 
extraordinary group of temples erected at Khajuraho in central India.’ A unique feature of 
the these temples is that, contrary to custom, they are not enclosed within a wall but stand 
on a high terrace of solid masonry as though to symbolize their elevation above their 
temporal surroundings. The constituents parts of Khajuraho temples are woven into an 

O'? 

organic conception, not always found in the other temples of India. 

These temples are affiliated to the Hindu and Jaina faiths. The temples are mainly 
dedicated to Shiva, Vishnu and Surya and Jaina divinities but in architectural style, form 
and composition they all are alike and cannot be distinguished form one another easily. 34 
The temples of Khajuraho are constructed in a particular style and manner. Most of 
temples are erected on the east-west axis and consists of essential elements of open plan 
viz. ardha-mandapa, mandapa, antarala and grabha-gariha. Some larger temples have an 
inner ambulatory around the sanctum and some temples also subsidiary shrine rendering 
the structure of a complete panchatayana. These temples or prasadas in the architectural 
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plans can be categorised into two broad groups. The first group is sandhara prasada where 
there is a built in circumambulation path around the grabha-gariha/ sanctum. Lakshmana, 
Vishvanatha and Kandariya Mahadeva temple belonging to the Hindu sect and Jaina 
sandara prasada- Parshvanatha temple are the examples of this group. All the remaining 
temple of Khajuraho belong the nirandhara prasada group where the built in ambulatory is 
absent. 15 

These temples were built during a time span of about hundred years, from roughly 
A.D. 950 to the early 11 th century. They are therefore not clearly indicative of a 
progressive development of the architectural movement but represent only a short period 
in the evolutionary history of Indian temple architecture when the builders and sculptors, 
in an intense phase of spiritual fervour, where stirred to their best creation efforts to 
produce religious monuments of extreme magnificence. 36 The archaeological analysis of 
temple architecture includes analysis of the temple plan, the ceiling architecture, 
construction material and sculptural contents of the temples. Architecture of temples of 
Khajuraho can be analysed on these grounds. 

Material 

Strength and durability of any building depends upon the type of material used for its 
construction. Among the different kinds of materials employed for construction of 
structures are stones, bricks, lime, sand, cement, mortar, concrete, iron, steel, tiles and 
often roof cavers etc. Stones are extensively used in the buildings. The mostly used 
varieties of stones are granite, gneiss, trap, sandstone, literate, slate and limestone. 
Granite and sandstones are very durable, can withstand great loads and is used for heavy 
engineering structures. Chandella rulers used granite and sandstone for construction of 
temples. The fine grained variety of sandstone of varying shades of buff, pink or pale 
yellow was brought from the quarries of Panna on the east bank of the Ken River. The 
earliest temple, Chaunsath Yogini (c. 876 - 899 A.D.) was the only temple constructed 
entirely of granite. Every other temple at Khajuraho is primary constructed of sandstone. 
The first set of temples including Lalguan Mahadeva and Brahma, constructed c. 900-925 
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A.D., are made with granite at the base and sandstone at the upper levels of temples. Over 
time as the larger temples including Lakshmana, Parashvanatha and Ghantai are made 
with even less granite at base and larger quantities of sandstone above. The shift in 
construction material from granite to sandstone was because of granite used in coarse, 
local granite was unsuitable for intricate ornamental work and with the increase in power 
of Chandella; the temple architectural complexity was also increased with many more 
sculptural elements. 

Temple Plans 

The Khajuraho temples mark the culmination of central Indian building style and reveal 
certain distinctive peculiarities of plan and elevation. The temples comprise on the plan- a 
mukhmandapa, mandapa, antarala and garbha-gariha. In the larger temples mandapa is 
further elaborated by adding the lateral transepts with balconied windows for ventilation 
and light and thus it take the shape of a mahamandapa. The mahamandapa is a closed 
hypostyle hall of considerable height and size, the mukhmandapa and the mandapa are 
low hypostyle compartments, open on the three sides with a continuous stretch of 
balconied opening of the kakshsana design. The average size of the mandapa at 
Khajuraho is only 25 sq. feet. The larger temples also have inner ambulatory around the 
sanctum. The pradakshina passage full of icons chiseled in three successive rows in the 
temples like Kandariya Mahadeva, Lakshmana, Vishwanatha and Parashwanatha. These 
temples of five compartments were known as sandahara prasadas in Hindu temple 
architecture and temples without inner ambulatory are known as nirandhara prashada i.e. 
Chitragupta, Jagadambi, Vamana, Javeri, Duladeo. The sandhara temples resemble a 
Latin cross on plan with two principal arms due to two pairs of transepts cutting across 
the axis while the nirandhara temples show only one-cross arm. Some of the larger 
temples like Lakshmana, Kandariya and Vashwanatha temple also have subsidiary shrines 
in the four corners of the platform, rendering the structure a complete panchayatana or 
five shrine complex. The plan and design wise, these temple cluster manifest perfect 
homogeneity, the exception being the Varaha and Matangeshvara temples. 
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Elevation 


A Hindu temple is also called Vastupurusa i.e. an architectural piece resembling the body 
of a human being. ‘Human being’ here stands for God or ‘Supreme Being’. Later this 
concept was developed in to the mandapa concept called Vastuprusha mandapa. 
Generally a nagara style temple stands on a large and high platform, called jagati, 
representing the feet of the man or God. Over this, there is a smaller platform of stones 
called pitha. Over the pitha rises a still smaller platform called adhisthana or vedi-bandha 
the immediate base of the superstructure of the temples. These three parts of the temple 
represent the ankle, lower feet and upper feet of the human body or the God. Khajuraho 
temples are erected on a lofty jagati and are not surrounded by the usual enclosure walls. 
The temples also have high basement i.e. adhisthana consisting of a series of ornamental 
mouldings called pitha and vedibhandha. Generally these series of mouldings are bhita, 
jayakumbha, karnika, grasa patti, antarapatra, kapota, khura, madha bhandha, kumbha, 
kalasa, gagarka, vasanta-pattika, rajsena, vedika, asanpatta and kakshana etc. Figure 5.3 
shows these mouldings. This jagati of some of temples of Khajuraho is distinguished 
from another point of view. The Lakshmana temple, for example is the only are of the 
group which stands on original jagati. 

The jagati of all the other temples are later additions as an attempt to bestow an 
original look to the restoration efforts. A rich and diverse series of mouldings lighten the 
substantial proportion of the plinth, the spreading base of which seems to grip firmly the 

10 

pavement of the terrace, like the roots of a symmetrical and well grown tree. Over this 
ornate platform, the pillars and walls of the temple are raised. This pillared area of the 
temple forms the jangha or the thigh of the God. The jangha or central zone is divided 
both vertical and horizontally. The vertical divisions are called ratha, bhadra, pratiratha, 
anuradha, karma and pratikama which affect the plan while horizontal divisions enhance 
the grandeur and glamour of the temple. The central zone or jangha consist of solid walls 
alternating with voids of the inner compartments. The balconied windows are canopied by 
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overhanging eaves and allow the light and air into the interior. The indented exterior, with 
alternate projections and recesses and the balconied windows, serve to highlight the 
beauty of light and shade over the sculptural bands, thus transforming the sandstone 
figures into the most picturesque profiles. On the projections there are human or divine 
figures, semi-divine figures like gandharvas, kinnaras, surasundaries are also sculpted. 
The recesses salilantaras are filled up with rampant vyalas with riders and warriors 
counter-player below resisting its attack on the walls of Parsvanatha and Lakshmana 
temple. The solid wall spaces are studded with two horizontal bands but in some temples 
there is also a narrow third band, topping these two consisting of celestial musicians and 
flying vidyadharas and mithunas, for instance on Prasvanatha temple. Lakshmana 
temple’s exterior of the inner wall of the sanctum is fully covered with sculptures. 
Kandariya Mahadeva temples have three rows of horizontal sculptures on the exterior. 
The bands are divided and separated by decorative scrolls, creepers and stencil like 
patterns. A perfect sense of balance and equilibrium has been created by symphony of 
vertical and horizontal plans. 40 

On the gateway, at the level of the jangha is chadya or sunshade, while on the top 
level of the pillars are the mouldings called varandika. It is from this level the shikhara or 
spire emerges. Curvilinear spires rise out of wall portions of the four principal units of the 
temple leading the spectator’s eye form the lowest on the entrance porch i.e. to the highest 
on the main shrine. Each compartment of the temples was distinguished by a separate 
roof, the smaller and lowest being the mukhmandapa, next is height came the central hall 
(mandapas), the two sweeping up in line of mass to the tall shape of the tower or shikhara, 
surmounting the whole a sukanasa is affixed to its fagade over the antrala. Unlike the 
Orissan type which is pyramidal the Khajuraho roofs are domical in contour, but their 
surface texture in horizontal strata is much the same. 41 The roofs consisting of series of 
graded peaks variable resemble a mountain range (Meru). These peaks arrayed along the 
axial line, rise and fall alternatively while maintain their over all upward ascent culminate 
in the tallest shikhara which is curvilinear in design the whole shouting an uninterrupted 
lyrical outline. Since there is a series of small shikharas, in the form of pilasters i.e. half 
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shikharas, placed are above the other along the comers of the shikharas, till the top of 
entrance shikhara is reached these are called sringa and above ones as uru-sringas. The 
area beyond the karna and uru-sringa has a series of amalaka, shaped like cogged wheels 
or amala fruit, called bhumi-amalaka. So all shikhra has on kalasa and amalaka and 
visuparaka as their crowing member. Amalaka is also supported by an amalasaraka in 
many temples. 

In all the well-preserved temples of the developed type, the shikhara rises from the 
kantha above the varandika of the jangha, admit sringas and urahsringas which cluster it 
on all sides, to the central point. Apart from the smaller shrines which have stepped 
pyramidal roofs, rising tier upon tier towards the highest point and except the shikhara of 
Jaina temple of Adinath which is ekan amalasaraks chandrika and kalasa invariably 
accompany it. In all the well preserved temples of the developed types, the shikhara rises 
from the kantha above the varandika of the jangha, admist sringas and uahsringas which 
cluster it on all sides to the central point. Apart from the smaller shrines which have 
stepped pyramidal roofs, rising tier upon tier towards the highest point and except the 
shikhara of Jaina temple of Adinath which is ekandaka and essentially of lative type, the 
typical Khajuraho shikhara is anekandaka with a cluster of sringas, urasringas and 
pratyangas. The commercial crowing members of shikhara i.e. amalasaraks chandrika and 
kalasa invariably accompany it. Gavaksha, sukanasa, tilaka and other ornamental 
elements are also present. The Khajuraho temple’s shikhara is hollow inside, sometime in 
multiple storeys and it technically a double shikhara like the double-dome of the Mughal 

42 

age. 

The Supporting Elements 

Ceiling-Vitana 

The designs and the execution of the ceiling in temples of Khajuraho present an 
unrivalled design of artistic skill. The ceiling and the all corresponding arranges 
architraves are sumptuously embellished parts of these temples. Structurally ceiling may 
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be classified in three categories namely Samtala, ksipta and uksipta. Temples of 
Khajuraho have one type or multiple types of ceiling depending on the individual 
compartment. Samatala is the variety generally used in mukhmandapa and the portions of 
the sideways other than the central one. Samatala ceilings are flat, ksipta ceiling are 
thrown in and upkista (sama-ksipta) ceiling are a combination in between. Amar Singh 
divides the ceilings of the temples of Khajuraho into ten categories based on sculptural 
elements. 41 The decorative motifs used for categorization are lotus petals (padmasilas), 
floral cusps (gajatalus) cusps (kolas) and different square arrangements. Each 
compartment of the interior had its own ceiling. The minor compartments had usually flat 
(samatala) ceiling, usually relieved by lotus design, the ornate ones- the lantern type made 
of diminishing intersecting squares and the cusped and coffered type with a number of 
sub-type. 

The simple cusps resemble ribbed tiles while the ornate ones resemble floriated 
shells with serrated petals often terminating in adoring figures of nagas. The larger ceiling 
of the main hall of mahamandapa is carried on a square framework of architrave 
supported on four central pillars, each with an attic section. The square ceiling is first 
turned octagonal by cutting the comer and finally circular. The circular ceiling consists of 
a number of concentric courses (nabhichchhandra-vitana) with the outer rings of floral 
cusps and the inner ones of coffered cusps (kolas). The smaller ornate ceilings over other 
compartments are of the many varieties and forms, both circular and square with five to 
nine or even more arranged concentric units and more complex. The ksipta vitana 
decorated with arranged squares can be attributed to a more complex architectural style 
than the samatala (flat) ceiling decorated with floral cusps because it has more intricate 
design and it not flat while ksipta ceiling with nine arranged squares is more complex 
intricate sculptural elements than the ksipta ceiling made of three diminishing squares and 
has a larger number of squares that are all different designs. 44 These ceiling are built by 
the devices of corbelling and interlocking courses which reveal remarkable ingenuity and 
artistry on the part of the Khajuraho architect. Table 5.1 show the typical ceiling styles of 
Khajuraho along with dates they were built. 
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Table 5.1 Ceiling Architecture Distribution between Temples 


Categorization 

Number of 
Temples 
with this 
Ceiling 
Style 

Dating (circa) 

Samatala vitana decorated with padmasila 

4 

A.D. 925-1025 

Ksipta vitana of Nabhicchanda order decorated with kola 

courses 

8 

A.D. 950-1075 

Ksipta vitana of Nabhicchanda order decorated with gajatalu 

courses 

2 

A.D. 1000-1110 

Ksipta vitana of Nabhicchanda order in a set of diagonally 

arranged squares decorated with kola courses 

3 

A.D. 1000-1100 

Ksipta vitana of Nabhicchanda order in a set of nine 

arranged squares decorated with kola courses 

3 

A.D. 1000-1100 

Ksipta vitana of Nabhicchanda order in a set of eight circles 

intersected by a big circle in the center 

1 

A.D. 950-970 

Sama-ksipta vitana decorated with figural groups in the 

boxes 

1 

10 th Century A.D. 

Karotaka of Sabhmarga order 

3 

A.D. 950-970 

Ksipta vitana of Nabhicchanda order made of three 

diminishing squares decorated with kola courses 

1 

A.D. 950 


Source: Chelsea Gill, Thesis ‘A comparative analysis of the temple of Khajuraho and the ruling Chandellas of India 


122 


Indological Truths 































Ring geometry of Ceiling of Mahamandapa of Lakshmana Temple- 



Fig. 5.8 Mahamandapa ceiling of Lakshmana 
temple, second ring cups 



Fig. 5.10 



Fig. 5.9 Mahamandapa ceiling of Lakshmana 
temple, first ring geometry 



Fig. 5.11 



<— Fig. 5.12 

Figure 5.10, 5.11 and 5.12 are showing the 
formation of ceiling of mahamandapa of 
Lakshmana temple. 
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Fig. 5.13 Mahamandapa ceiling of Lakshmana 
temple, first ring cups 




Fig. 5.17 Mahamandapa ceiling of Lakshmana Fig. 5.18 Mahamandapa ceiling of Lakshmana 

temple, second ring cups temple, first and second ring cups 
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Fig. 5.19 Mahamandapa ceiling of Lakshmana 
temple, third ring cups 


Fig. 5.20 Mahamandapa ceiling of Lakshmana 
temple 


Pillars 

The Hindu temple consists of tall, slender, tree-standing, beam supporting columns, 
pillars and pilaster. The pillars of Khajuraho temples are carved from top to bottom with 
decorative designs. Pillar has a base shaft and column. Pillars are composed of 
identifiable parts arranged in vertical sequence, like the mouldings of temple walls with 
which these elements are always in dialogue. The Indian texts classify pillars largely in 
terms of their cross section: Ruchaka means square and in southern terminology, 
Rudrakanta is circular, Vishnukanta octagonal and Brahmakanta is tetragonal . 45 The 
pillars forms are too many in Indian temples. The pillars of northern Indian temples are 
singled out for the greatest attention paid on their carving by the sculptor. Four verities 
namely ruchaka, bhadraka, misraka and ghatapallava have been popular ones in central 
India . 46 These varieties share many ornamental motifs in common. 

The lotus, scroll, ratha, ardhratha, pedimented niches on middle portion and 
cruciform capital are mostly discernible. A pillar has a base, shaft and column. The 
column is also in three parts, the base, the shaft and the capital with distinct proportions 
for each part. In the Khajuraho temples the pillar capitals are actual pillars supporting 
roofs. Some times they are squat and base without sculptured brackets. Some are tall and 
elegant, decorated with beaded, interlacing, half circular garlands, intersected in turn, by 
bell and chains, dangling from kirtimukhas or mythical faces of glory. Equipped with an 
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octagonal base and a cylindrical top, they carried bracketed consoles for holding 
shalabhanjikas (woman supporting with trees), Jain Tirthankaras and other figures 
mortised in sockets. 47 On the whole pillars are decorated with a variety of geometrical 
designs and female figures carved in high relief. 

The Door-Frames and its decorations 

Generally, a Nagara style temple has a highly decorated entrance door-frame, including 
the threshold, with vertical and horizontal friezes, panels and runners. In the centre of the 
lintel is placed the image of god and goddess, called lalata-bimba. The door-jambs may 
have one, three, four or seven parallel vertical shakhas or offsets, called davara-sakhas, 
each one decorated with friezes and panels depicting gods and goddesses. At the bottom 
there may be panels depicting either the dvarapalas or Ganga and Yamuna, the two scared 
rivers. In the temples of Khajuraho, the sanctum doorway is also decorated with 
conventional auspicious motifs; mithunas, creepers, dwarfs. It is guarded by door-keeper 
i.e. dvarapalas and purified by the river goddesses, Ganga and Yamuna in human form. 
Its door-sill and lintel are also profusely carved. The Lakshmana, Kandariya and Javeri 
temples still preserve arched gateways or toranas decorated with makaras, mythical 
aquatic animals. The basic plan of the Khajuraho temples remaining the same, each 
temple still retains certain distinctions. The jagati of temple is reached by a flight of stairs. 
Onward, the mukhmandapa, mandapa, mahamandapa, antarala and sanctum have 
successively higher levels. Sanctum is saptaratha on plan and in elevation and the cubical 
portion below the shikhara is divided into seven segments showing two series of 
mouldings of adhishtana and two or three sculptured registers on the jangha separated by 
two sets of bandhana mouldings. The principal lineaments of elevation directly rise from 
and basically confirm to those of the plan. The numerous projections and recesses of the 
elevation, following rhythmically the indentations of the plan, produce an admirable 
contrast of light and shade, and all of them coverage to the final unity of the shikhara, 
thus intensifying the plasticity and vertical aspiration of the monument. The developed 
temples at Khajuraho have fixed and almost uniform elevation proportions. Thus each 
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temple was erected on elevated platform measuring 2.74 m to 3.34 m which was almost 
equal in height to the adhishthana comprising upapitha, pitha and vedibandha. Again the 
jangha upto the ceiling level approximated in proportion to the adhishthana. 

The main shikhara (measuring 18.24 m to 27.36 m height above the platform 
terrace) was 2 - 3 times of the height of the jangha and adhishthana. As regards the 
ground plan the total length of the temple (15.2 m to 25.84 m) minus the flight of the 
steps was about the same as the maximum width of the structure. The sanctum (2.44 m to 
3.04 m sq.) which was practically cubical was three times the width of its doorway, while 
the height of the doorway was twice of its own width. Each part of the edifice and its sub 
part down to the minutest moulding had certain set measures and proportions which were 
fixed either canonically or traditionally. Thus the Khajuraho architect had a clear concept 
of well-tested standard ratios and proportions and he built his grand edifice confidently, 
confirming to these. 49 

Art of Khajuraho Temples 

Architecture in the words of Garbett, the art of well building i.e. the art of giving to a 
building all the perfection of which it is capable. So architectural ornamentation of 
building and the adaptation of apt aesthetic detail in their construction is given great 
importance. The aesthetic sense of the designer has to play a prominent part in selecting 
the proper figure or form for embodying this motif of architecture. The architect has here 
to exercise all his best tastes for fine arts, drawing, painting, sculpture and appeal to the 
higher sentiments and emotions of sublimity, beauty, harmony and the like. 50 So success 
of an artist depends upon his realisation of the beauty and his ability to communicate it. 
Sculpture art is generally known as the art of static revealing ones mood and posture only 
but in case of Khajuraho, it is different. Khajuraho sculpture and figures are dynamic and 
they appear to be in action and movement. Dynamism in static action and movement in 
immovable is the unique feature of Khajuraho art. The sculptors of Khajuraho have 
carved superb sculptures which form a part of the architecture yet are singularly 
significant. Each one of them is a composition in itself-expressive of particular emotion. 
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All the figures have a purpose, an idea to convey. There appears an engagement of the 
devotees in a mass worship, transcendental purpose being sought by the humans of this 
world. The sincere love towards life in all of them is suggestive of their sincerity towards 
their mission. 51 In Khajuraho temples architecture and sculpture went hand in hand. The 
sculptures at Khajuraho can be divided into seven broad categories 

1. Cult Images 

The first category comprises cult images of Shiva, Vishnu, Surya, and Jain Tirthankaras 
and so on installed in sanctum for worship. These figures are fashioned in strict 
conformity with orthodox formula i.e. in accordance with the canonical rules. Such 
images are depicted completely in the round. These are formal and generally stand erect 
and have a large nimbus and a back slab decorated with figures of attendant gods and 
goddesses. The images of gods and goddesses usually installed in niches below the 
balcony projections at the back of the temples and sometimes incorporated into the broad 
bands of sculpture. 

2. Sculptures of Divine Deities 

The second category of sculpture includes the family, attendants and endorsing divinities 
besides numerous categories of God and Goddesses. Such sculptures occupy the niches or 
are shown on the walls of the temple and are executed either in the round or in high or 
medium relief. Those occurring in the niches are more formal and are executed with 
minute iconographical qualities as those the cult images. While the other figures of deities 
including eight dikpalas i.e. guardians of the directions, are less formal and freer. These 
are figured in lively tribhanga posture and can be easily distinguished by other human 
figures by their peculiar headdress or attributes or in more than two hands and their 
vahanas. 
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3. Demi-Gods 


The third category comprises of demi-Gods other than the celestial beauties and includes 
‘Pramathas’ or Ganas, Kumaras or Dhara-pitrakas (atlantean figures), Gandharvas 
(celestial musicians) and Vidyadharas’ angels who are also depicted on the Khajuraho 
temples in large number and with great effect. They are all divine attendants with specific 
functions and assignments and their positions in the architectural scheme are largely fixed 
in the art-conversions, i.e. the top row of the jangha representing the celestial world was 
reserved for the Vidyadharas and Gandharvas. 

4. Celestial Nymphs 

The fourth category of sculpture comprises heavenly fairy-dancer (apsaras), youthful 
heavenly nymphs (surasundaries), youthful human (nayikas) and women sporting with 
trees (salabhanjikas). They are figured either in round or in high or medium relief on the 
outer or inner walls, pillars and ceilings. The sculptures of this category are not only 
numerous but also known for their quality in the temples of Khajuraho. These sculptures 
of women of Khajuraho can be further categorized as belonging to the three worlds. 

1. Patal lok (Nether world) 

a) Nagkanya or serpent girls with cobras’ hood 

2. Mrityu lok (Mortal world) 

a) Nayika or beautiful lady 

b) Devdasi or temple girl 
iii) Swarg lok (Heaven) 

a) Apsara or Damsela of God 

b) Surasundaries or celestial nymphs 

The surasundaries are invariably depicted as elegant youthful, graceful and 
charming and are wearing the choicest gems, jewellery and attractive garments. As a 
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attendant of higher divinities, they are depicted with folded hands in anjali or in some 
other mudra or as carrying lotus flower, mirror, garland, water-jar, dress, ornaments and 
other offerings etc. Usually they are shown expressing various human moods, emotions 
and fancies and are often difficult to distinguish from youthful human nymphs ‘nayikas’. 
These nayikas are shown as disrobing, yawing, scratching the back, touching the breast, 
looking into mirror, rinsing water from wet plaits of hair, plucking thorn, fondling a baby, 
playing with a pet like the parrot or monkey, writing a letter, playing a flute or vina, 
painting designs or adorning themselves in various ways by painting the feet, applying 
collybrium or Vermillion etc. When any women are figured with trees then she is called 
women sporting with trees (salabhanjika). The apsaras are usually shown in various 
dancing postures. The women as Nagkanya is simply a form of procreation to prove that 
women has developed as a force from darkness to the eternal consciousness and to the 
concept of Shiva-shakti or cosmic egg in Tantras and probably on the same concept she is 
depicted in Khajuraho temples. The depiction of these youthful nymphs of whatever 
type and form they may be is not only ornamental but is with a deeper meaning and 
symbolism. 

5. Animals sculptures 

The fifth category consists of sculptures of animals such as sardula or vyala and other 
mystic animals. Primarily sardula is depicted as a rampant horned loin with an armed 
human rider on back or warrior attacking it from behind. Several other forms with heads 
of man, elephant, boar, parrot etc. are shown. These vyalas are normally figured in 
recesses of jangha but also appears on the sukanasika and in the interior. These mythical 
and realistic animal figures break the monotony of figurative forms. Some elephant 
sculptures on the base mouldings of temples (As in Lakshmana temple) are depicted as 
though they were supporting the building on their backs. 
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6. Erotic motifs /Mithuna sculptures 


The sixth category of sculptures consists of amorous couples engaged in sexual acts in 
variety of poses and scenes of bestiality. These erotic sculptures also capture the fine 
nuance of human emotion and sensitivity. It is interesting to note that the erotic figures 
have invariably been shown in standing poses with the intention that they should merge 
with the rising surge of the temple, a gesture representing a reaching out to the Absolute. 
This erotic motif has been given great importance in the sculptural scheme in Khajuraho 
temples but it about 2 to 5 percent of the total number of sculptures. The erotic sculptures 
that are available in Khajuraho temples can be broadly grouped into the following 
categories. 54 

1. Exhibition of sex organs by women in partial or complete nudity. 

2. Simple cheerful couples or couples engaged in romance. 

3. Couples in lustful passion enjoying kisses and embraces. 

4. Couples in normal sexual union. 

5. Sexual congress in fantastic poses. 

6. Coitus of man with animals. 

7. Coitus among animals. 

8. Sex in military scenes. 

9. Eroticism in domestic scenes. 

10. Natural scenes and various symbols etc. 

7. Secular sculptures 

The last category of sculptures include secular sculptures consisting of miscellaneous 
themes such as domestic scenes, teachers and students, ascetics, musicians, dancers, 
military men, hunting parties, sculptors at work, warriors marching in procession, court 
life etc. These sculptures throw a great light on socio-economic condition of life during 
the medieval times of India. As we inspect the sculptural figures and scenes on panels of 
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temples of Khajuraho, the life of our forbearers takes form and colour and passion and 
movement during that of 10 th to 11 th century. 

Moreover geometric and floral motifs are also found on panels, architectural 
mouldings and pillars and intricate ceiling designs that unfold like lacy flowers and stars 
from the roofs within the temple halls. Undoubtedly Khajuraho was the most important 
and famous centre for Chandella art. Like medieval sculpture, Khajuraho sculptures are 
also encarved on shikhara, jangha, ambulatory, sanctum inner and outer walls of the 
temples. In the beginning, two bands of sculptures are found but after 950 A.D. on the 
upper side of the two bands third band also came into existence. In the third band 
sculptures of Gandharavas, Vidyadharas and Kinnaras were carved. 

Social Life Depicted in Khajuraho temples 

Besides the religious images, devanganas and erotic scenes, the sculptures of Khajuraho 
portrayed various facets of life, such as love and hatred, happiness and sorrow, customs 
and mannerism, cosmetics and hair styles, cloths and ornaments, arts and crafts, religion 
and belief, social life and economic life prevailing at that time. S.K. Mitra eloquently 
mentioned that the Chandellas artists attempted to be as realistic as possible judging by 
the standard prevalent in the country during the time. In the bigger temples, like the 
Kandariya Mahadeva, Vishvanatha and Lakshmana temple, there are two small friezes in 
the inner and outer pradakshina depicting social scenes. In the inner pradakshina of the 
Vishvanatha temple and its third frieze all around the mandapa and the pradakshina are 
exclusively filled with secular scenes in relief. The massive platforms on which the 
temples are built are ornately carved with depictions of contemporary life. The various 
facets of life in social and economic life of Chandellas society as depicted by the portraits 
at Khajuraho can be understood by the foliowing- 

1. Education and Learning 

There are many sculptures in Khajuraho which depict the teacher and student. In one 
scene of Lakshmana temple, a teacher is seen seated on the floor with a pencil in his right 
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hand and holding a big board with the left hand. A small boy is standing behind the board 
and is supporting the board and is also seeing what the teacher is writing. There are eight 
big, four small and two very small boys, scattered in disorder around the teacher trying to 
see what he has written on the board. In another scene the teacher sitting on slightly raised 
dais and holding a manuscript in his right hand while the other scene show the teacher 
seated on cushion with other two pupils sited on cushion -one in front and another at the 
back writing something on Bhoja-patra and two other persons are standing behind the 
disciples. In both the scenes the teachers are explaining with uplifted right hand. From the 
attributes it can be judged that the teachers are probably Brahmins and the teacher-student 
ratio was smaller as small groups of students are depicted in scenes. Woman education 
was also at that time, several sculpture shows that both man and women are receiving 
education. 

2. Trades, professions, calling and vocations 

Khajuraho sculptures point out the different professions and occupations of the people of 
the Chandellas society. The main occupation at that time was agriculture. Chandella kings 
gave due importance to irrigation also. Large number of reservoirs, lakes and wells were 
dug out at that time i.e. Shiva agar, Khajuraho sagar and Rati tal etc. testimony it. The 
architects and artisans and sculptors are frequently depicted at Khajuraho temples. In 
some scenes the senior architects are shown as bearded and are surrounded by an 
admiring crowd of disciples as seated or standing while in one scene master architect is 
carved as drawing a design on board with a group of disciples carrying hammer and 
chisels. Some sculptures depict labourers carrying loads, masons chiseling stones, female 
servant carrying water, surgeons operating on their patients, physicians feeling the pulse 
of sick persons and female artisans engaged in landscape paintings etc. 

Hunting was an important occupation at that time. Hunters are frequently 
represented together with men, carrying on poles, hunted animal like boar and deer. In 
one scene, a boar and a hunting dog with another boar are shown with four horsemen. 
Another scene shows three hunters, two of whom are armed with bows and arrows and 
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one has an axe-like weapon on his shoulder. In front of these three men are two wolves 
facing each other with their front paws uplifted represented as resisting the hunters. A 
homed deer with his front legs uplifted are shown behind the hunters. Numbers of other 
hunting scenes are depicted at Khajuraho. Still there are several tribes in Madhya Pradesh 
who are living on hunting. The hunter probably belonged to the aboriginal class of 
sabaras or to lower caste such as the meda, mahara or chandala mentioned in the 
contemporary Chandella inscription. 

Sculptures also depicted several scenes of soldiers and civil servant in political 
scenes. Soldiers are frequently represented together with mahouts, horse-riders and 
attendants of horses and elephants such as lesikas, standard-bearers, umbrella-bearers and 
royal servants and attendants. In large number of sculptures professional musicians and 
dancers are depicted. They are shown as giving performances before the royal personage 
and public. In many sculptures the dancing girls and devadasis are shown. They are 
depicted vouching their charms and offering wine to their dupes. Prostitutes formed an 
allied class and it is also largely shown in the temples. Barbers are also shown, some 
times as attendant of female figures, carrying a bag on his shoulders and in some scenes 
they are carrying mirrors or some other article. 

3. Military Life 

Numbers of scenes on military life showing its every aspect are depicted. Various scenes 
show the soldiers on foot or on horse or on elephants prove that there were three divisions 
of military i.e. elephantry, cavalry and infantry. Camels were mostly used as beasts of 
burden and seem not to constitute a regular aim. The main weapons wielded by army are 
sword and shield, dagger and lances, gada and the bow and arrow. The dress of soldiers 
consisted of only tight fitting knickers reaching a little above the knee. Numbers of scenes 
also depict army on March with or without war band. 

The horse and elephants are represented with or without riders and preceded or 
followed by footmen carrying arms or haversacks containing provisions. Women are also 


134 


Indological Truths 



shown in army. In one scene an armed woman is shown holding a big sword in her left 
arm and in another scene, a woman is holding a armed soldier, perhaps they accompanied 
man on wars prove that women took active part in wars at that time. Many panels shows 
actual fighting scenes face to face and hand to hand fighting, multi-soldiers fighting, 
fighting on horse back, elephants involved is fighting etc. Few scenes show consultation 
of kings and army leaders and army ceremonial gaiety. 

4. Dance and Music 

Friezes on adhishtana and jangha show several dancing scenes. Generally the musicians 
and drummers are males while the dancers and singers are females. Drums, flute, vina, 
sahnai, cymbals etc. are the musical instruments. In some cases dancer is male. In a scene 
depicted on Javeri temple male and female dancers are holding their hands. In one scene a 
professional male dancer is dancing in front of a dance teacher at Lakshmana temple. 
Female dancer wear tight short choli or angiya showing contours of breast and upper 
abdomen is also shown exposed. Dhoti is shown in different forms and some times 
dupatta is carved on the lower part of the body. Dancers are shown with or without 
wearing bell-anklets and male dancers are also depicted with ornaments and jewellery. 
Dance postures are unique in posture as well as in expressions. In Chitragupta temple a 
man is playing on a flute and a lady is expressing different moods while in Parshvanath 
temple a lady is listing to the music. In Lakshmana temple musicians are shown in 
devotional delight and friezes of the Vishvanatha temple show the vocal music and 
singing was probably an alapa or raga. 

5. Domestic Life 

The domestic life of the people is also carved in the small friezes around the Khajuraho 
temples. In some sculptures husband and wife are shown probably discussing some 
family matters. Various couples are shown sitting together and talking with hands joined 
held in an explanatory attitude. In the Lakshmana temple a couple is shown in which a 
women pleases her angry husband and in Devi Jagadambi temple a lady is presenting a 
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flower. In some scene man is pacifying her angry wife who is standing with a face 
swollen in anger or with her back turned towards her husband. A woman in Jagadambi 
temple has put her restraining arm on the man’s right hand to stop him from taking a rash 
step in anger. A man in Lakshmana temple is shown as pulling his wife holding her plait 
in his right hand. In the Vishvanatha temple woman is shown as weeping and hiding her 
tears and is being consoled by man who is trying to remove her hands from the face and 
in some scenes men are shown as embracing their wives or asking them to forgive with 
palms joined. In a scene in the Chitragupta temple a lady is shown closing her eyes by 
putting her hands on them. Probably she is not interested in seeing unexpected things or 
happenings. Number of scenes of love between men and women are also depicted in 
Khajuraho. 

Several other scenes also exhibit the family life. In one scene in Lakshmana 
temple, a mother is laying down with her baby resting her head on her palm. She is 
preparing to suckle the baby who is looking fondly at her. Another scene depict a woman 
is standing and holding her child on her loins and other scene shows the lady as taking the 
child from the lap of the servant and also holding a toy in her left hand. Fond mothers are 
depicted as kissing their babies. Other scene shows the mother sitting on a cushion and 
child playing besides her. Mothers are also shown as playing with the child have a ball in 
hand and in some scenes the mothers are depicted as teaching the child- how to move on 
knees, explaining something written or painting on the wall. Women themselves are also 
shown as reading and writing, dancing or singing and busy in domestic chores. 

Family functions are also depicted in Khajuraho. In one scene men are shown 
either sitting or standing with bowls in hands and women with jugs are pouring out the 
liquid of the jugs may be wine on soft drink. While in the Vishvanatha temple frieze men 
are shown as holding pots on serving the liquid to the women and one of the woman is 
asking for it with her upraised hand and it seems that at social gathering men and women 
both drank together. In a sculpture a man riding on a horse is shown going on journey 
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while his wife is shown bidding him farewell. Armed man are also shown taking leave of 
their wines before proceeding on the front. 

Although in some scenes men are shown as ill treating the women yet it seems 
that women were free to take part in every walk of life and enjoyed full freedom at that 
time. Not a single woman is depicted in veil. 

6. Game and Amusement 

There are several sculptures in Khajuraho which depicts various types of games and 
amusement i.e. hunting, drinking, man-animal fighting, animal combats, wrestling, 
acrobating, dance and music and gossiping etc. During the medieval period hunting was 
an important pastime of the member of the ruling dynasty and other members of the 
aristocratic society. Several hunting scenes can be noticed on the friezes of platform and 
basement of temples. A royal hunt is depicted in the Kandariya Mahadeva temple. The 
bodyguards are going ahead. Two royal horse-riders wearing high boots are shown on the 
back of horse holding the reins in their left hand, but they carry no arms. In between the 
hind and forelegs of the second horse there is a small boar and horseman is taking a 
dagger from the man behind him to kill the boar and in another scene a king wearing a 
turban and long coat is shown on horse back, looking back and attacking a lion with the 
double-edged sword held in his right hand while the reins of the horse are in his left hand. 
The lion has placed his front paws on the loins of the horse as he attacked from the back 
of the king. In the Lakshmana temple a man is shown kneeling with a bow stretched and 
aiming a shot at a boar that is in a leaping posture and in another scene two hunters are 
shown. One hunter is aiming at boar with the bow in his left hand stretched out. The boar 
has his back toward this hunter while he is attacking the hunter in front who has a big 
dagger in his right hand and is holding dog by the chain. Hunters are also shown in party 
and in some scenes trained and tamed animals include the party of hunters. Pig sticking 
and deer hunting were also popular games. A few scenes of tiger hunting are also shown 
in which tigers are hunted with javelin from the elephant back. When an animal was 
killed by hunters, labourers would tie it around a pole and carry it home joyfully. 
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A man and animal fighting was a very popular form of amusement among 
Rajputs. Elephant running amuck and trampling men under the feet or tearing or tossing 
up the unwary with the trunk are very frequently depicted at Khajuraho temples. Such 
rutting elephants were brought under control by experts with long laces and goad. A 
fighting scene between an elephant and lion is sculptured in Kandariya Mahadeva temple 
in which mahout has fallen from back. Scenes depicting man’s commend over the beasts 
like elephants and horses also depicted and fight between elephants seems to be popular 
sport as it is also frequently figured at Khajuraho. 

Wrestling was a favourite pastime for men at that time. Numbers of wrestling 
matches being carried on in sitting and standing postures are depicted in Vishvanatha and 
Chitragupta temples. In Duladeo temple some weighting-lifting scenes are also shown. 
Several drinking scenes are shown at Khajuraho. Gossiping and story-telling was a 
common practice both among men and women. Some such scenes showing gossips and 
enjoying pleasant talk are depicted in the temples. 

Numbers of scenes at Khajuraho also depict men and women engaged in different 
recreations such as playing with the ball, taming birds and monkeys, painting, reading and 
writing letter etc. In several sculpture ladies are keeping parrots and it seems that they 
were talking with the birds. A small bird, perhaps a sarika is sitting on the back of the 
palm of a woman shown in the Jagadambi temple who is carefully flying to shield the 
bird from the wind with her right hand which is held like a canopy over it. In some 
sculptures monkeys are shown as pets. In one scene of Vishvanatha temple, a woman is 
holding a boy in her lap supporting with her left hand while in her right hand she holds a 
bunch of mangoes. Down below a small monkey is sitting at her right foot holding her 
chunri as if asking for mangoes. In the Lakshmana temple a monkey is shown with 
husband and wife. 

Ball game (kanduka-krida) was also very popular especially with the women at 
that time. In majority of sculptures, women are shown throwing ball with the right hand 
slightly tilted and in some sculpture she is taking care of her slipping down duppata with 
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left hand. In Lakshmana temple, a woman is shown in a beautiful pose with her back 
towards the audience. She is in the act of dropping the ball below. She has ball in her 
right hand which is held overhead to her left side. Such other scenes are also depicted in 
Jagadambi and Kandariya Mahadeva temple. The sculptors had expected the possibilities 
of female body to the maximum limit of flexibility by bending, twisting, turning and 
contorting of the body part as well as the limbs, viewed from the front, from sideways, 
from the back or combination of all these in such and other similar scenes. 

In some scenes the woman is shown painting with a brush on the wall or on the 
board. Painting seems to be one of the hobbies and form of amusement of women at that 
time. In a scene in Lakshmana and Vamana temple woman has her back towards the 
audience and she is looking at the wall with her head backward and painting on the wall. 
In another scene woman is painting on wall while standing in a dance pose with her right 
hand painting overhead. Numbers of painting scenes are shown in Kandariya Mahadeva, 
Vishvanatha and Parshvanath temples. 

7. Miscellaneous Scenes 

In the Khajuraho, there are several other sculptures depicting scenes which are not 
covered in any of the above mentioned categories. A number of scenes depicting Rishis 
and Ascetics engaged in different activities are shown in Khajuraho. In Kandariya 
Mahadeva temple ascetic figures are seated with twelve men in front facing the onlooker, 
each of these men has a small bag in one hand while the other is in the santa mudra. They 
seem to be listening to his talk with offerings in their hands. In some scenes Rishis are 
giving discourses and men reading out something to seated women. In Vishvanatha 
temple, some ascetics are seating and listing the sermons given by one of their 
companions. A king is shown as going in procession to listen to sermons of a Rishi in 
Lakshmana temple. An ascetic in shown in pranayam pose as pressing his nose with his 
hand in Shantinath temple. In one scene an ascetic is seated in the centre. The man is 
standing to the left is holding a chhatra while on the right hand stands with folded hands 
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and another scene an ascetic is seated with touching the earth while a male and female 
attendant on each side are shown. 

Kings and royal persons are also shown in several sculptures. In the Shantinath 
temple, a king is shown seated in a majestic way and a lady is standing before him and it 
seems to be count scene. In another scene in Lakshmana temple a bearded man is seated 
on a cushion with a pen in hand. Two female attendants are standing behind him; one of 
them holds a chhatra. Before the king, there is figure of man holding in one hand the rope 
which is tied to his waist while the second hand is held in a pose which seems to be 
explaining and justifying his conduct. Behind the captive stands another man holding the 
prisoner by the elbow. This is also a judgement scene. In other scene on the Vishvanatha 
temple a royal person is sitting majestically and behind him standing a lady attendant. A 
group of merchants are depicted showing their goods to him. In Chaturbhuja temple a 
palace scene is depicted in which four royal personage are sitting in a balcony with a 
pillared railing and roof decorated with beautiful toranas. In Adinath temple a bearded 
royal personage is shown being attended to while visitors pay their respects to his office 
or expertise. There are so many other scenes also. The furniture and household articles, 
dress and ornaments and hair style of both men and women are also notable. All these 
scenes depict the various facets of life in Khajuraho temples. 

8. Dress and ornaments 

Both men and women are shown in fine dress and wearing beautiful jewellery. The 
women and celestial nymphs are shown covering the upper part of the body with a kind of 
bodice. Sometimes for decoration and covering the upper part of the body a piece of 
apparel is shown. In some cases of women, the upper garment was fitted as a blouse or 
jacket showing curves and contours of breasts. In some scenes women are wearing choli. 
For the lower part, women are shown wearing a short sari with one end draping down 
their shoulders. Another form of the lower garments was a close fitted pair of trouser 
folded above the ankles. Men are generally shown wearing dhoti or tunic. Children’s are 
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shown in knickers. Some figures also wear scared thread yajnopavita on their upper bare 
body. 


ART AND ARCHITECTURE OF KHAJURAHO TEMPLES 

The ornaments worn by men and women in Khajuraho sculptures can be noticed in 
following categories- i) Head ornaments ii) Ear ornaments iii) Neck ornaments iv) Arm 
ornaments v) Girdles and vi) Anklets and toe-rings. 

Women wore a stud of gold or silver on the forehead in the middle at the end of 
the parting of the hair. In some sculptures, women are shown having three pendants 
hanging on the parings of the hair attached securely with hooks and similar to now call 
the Benda. Head ornaments worn by ladies are known by the names of kesabandha, 
dhammila and alaka while the head ornaments of men are kirita, jata and karanda-mukuta, 
chuda and patta. The main ear ornaments are called kundalas- large or small rings, star¬ 
shaped or flower-shaped rings or rings with pendants. Men are also seen wearing 
kundalas which are mostly the chakra- kundalas. The sculptures of both men and women 
are mostly shown wearing necklaces of different types- small necklace or a gulabandha 
and a big hara. Armlets and bracelets also seem to have formed an inseparable and 
essential part of jewellery for both men and women. Sculpture of Khajuraho depicts 
armlets with a single row of beads and heavy cylindrical ones. Bracelets shown are also 
beaded with round, cylindrical, broad and elaborate ones. Girdles are also shown in 
sculptures of both men and women of all classes. Girdles are in the form of ornate belt 
with central clasp on the waist. In a majority of case girdles shown are simple and made 
of single string of beads without loops or tassels. Anklets are beaded string and a series of 
square pendants often depicted in pairs. In same cases anklets consists of two or three 
rows or beaded strings with or without a boss in front. By keen observations of sculptures 
we can notice plain or beaded toe rings also. 

Why erotic sculptures in the Temples 
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From the second century B.C. Indian art has incorporated the symbol of loving couples, 
called mithuna, as most auspicious symbol for the health, wealth and progeny, the three 
basic desires of human being as spelt in the Vedic literature. This symbol is found 
depicted on the walls of the shrines of all religious including the so called orthodox 
religious like Buddhism and Jainism. 55 Medieval Hindu temples all over India are replete 
with sexual motifs during the period of A.D. 900-1400. Art and religion are interrelated. 
Temple architecture was conceived of to serve not only the intellectual purpose but to 
fulfill the spiritual urage and to meat the religious needs of the people in every day life. 
Art is primarily conceived with the cultivation of beauty through the physical medium. It 
is needless to say that art and literature are observed with sex. For that matter, even 
spiritual literature of India itself is full of sex. The erotic sculpture on the temples can, 
therefore, be regarded not as expression of lust but the expression of non-dual status of 
higher reality. Sex is not taboo but is the fountainhead of inspiration. Hence, it is 
inevitable for the artist to derive inspiration from famine beauty for his work. It is 
possible that the erotic sculptures symbolically represent the union of two opposing forces 
or energies like, inhalation and exhalation, in a timeless state of non-duality. The erotic 
art at Khajuraho is considered to be pinnacle of love and passion. Several theories or 
hypotheses attempt to explain the presence of sensual figures in religious art. 

1. Oneness: One theory says that erotic figures represent ‘karma’. The mithunas are 
symbols of shakti i.e. cosmic union of Purusa and Prakti- both the sexes in one God - 
representing the ‘oneness’ of God or the magic syllable ‘AUM’. The yoni and linga 
symbolise the creation of world. Their union represents karma and is to be regarded as 
symbolic of oneness with the divine. 56 Moreover the following scripture also support 
this concept 

“The matrix of all forms bom from all wombs is Nature Prakriti. I, the father, giver of 
seed. 57 

2. Bliss: Other hypotheses /theory is that they are representations of supreme bliss - an 
attempt in earthly terms to convey the meaning of heavenly rapture. The act of love is 
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chosen to represent that ultimate state where the individual and the universal are no 
longer separate. According to Hindu view, the final aim of life is salvation, which lies 
in merging of ‘Atma’ with Parmatma (God). Mulkh Raj Anand says, “As against His 
joy, the condition of human existence is merely a lack of joy, a form of suffering, 
which will last as long as men and women do not struggle to emancipate themselves 
from birth and rebirth, through worship and dedication and merge with the supreme 
God or Bliss. The sacred act of procreation is to be Valued, as it affords the in tensest 
movement of joy, we can experience while we strive for ultimate and complete 

ro 

absorption into the Deity.” 

The same point is elucidated in Brihadaranyaka Upanishala as “In the embrace of 
his beloved a men forgets the whole world - everything both within and without, in 
the very same way, he who embraces the self knows neither within nor without”. Thus 
the philosophy of Hinduism suggests the illusion of duality should be overcome and 
moved into union with the self. A temple, which is a monument of manifestation, 
reflects in its structural symbolism a broad base to a point. Sex forming an important 
element of the broad base of life is, therefore, aptly depicted in the temple. 

3. Temptation: Another probable reason is that these erotic figures have been carved to 
text the sincerity and concentration of the devotee. This hypothesis of temptation is 
closely related to theory of ‘cleansing’. Mithunas are generally found on the outside 
of temples. The devotees should be able to give free vent to his immigration outside 
the shrine and cast away all lascivious thoughts before entering it. If not, they will 
yield to their senses and leave the temple without going up to the sanctum. They were 
designed to test the spiritual strength of the Yogis. 

4. Protection: The protective aspects of erotic figures have been recognised by the 
shilpashastras and other authoritative texts on temple art. They were meant to resist 
the evil effect of the jealous gaze of observers, to ward off evil spirits that might have 
desired to possess the building and to protect the structure against natural calamities. 
Phallic worship was common not only in India but in other countries also as it was 
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regarded that the Phallus protection us against evil life and bad luck. In the medieval 
times, therefore nude female were pictured or carved not only in temples but even on 
churches of Europe. 

Thus the erotic depictions were motivation of certain religious beliefs and 
practices. Therefore, artists during Chandella’s rule boldly carved amorous scenes and 
sexual poses in temples. 

5. Attraction: Another simple explanation for mithunas is that they were there because 
they were particularly amusing to the people and attracted them to the temple. The 
spiritual man is no way affected by erotic pictures or descriptions but the common 
man fears plain and is attracted by suggestions of sensuous pleasure. To discover 
images of this kind in a temple he has to wonder into dark comers and examine it 
from plinth to architrave. 59 Moreover during the medieval era there was a common 
belief that having erotic sculptures were considered alankaras or decorative motif and 
was a sign of happiness, prosperity and auspiciousness. 

6. Education: One of the most popular themes is that the mithunas were meant to 
provide education about earthly desires. During the medieval era, young boys were 
sent to hermitage and practice bramhacharya till reaching maturity. The sculptures 
were meant to educate them about grahasthashram. 

7. Yoga and Tantra: It is widely suggested by some authorities that the eighty four 
postures of yoga, which help to change the subtle centre of the body and to attain 
harmony, find their equivalent in the mithunas on the erotic plane. Many sexual 
postures depicted on the walls of the temples of Khajuraho are symbolic of yoga. The 
word yoga means to join together or to make union. In Tantricism, sexual union is 
regarded as the highest form of yoga. When it is practiced alone, an internal marriage 
takes place between various complementary parts of the body. Yoga is regarded as the 
practice of transcending duality through conscious action. Therefore yoga is 
considered to be both physical and metaphysical levels. 60 Tantra is a word popularly 
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used to describe those sacred scriptures which lay down rules for the worship of sakti, 
the female aspect of the godhead, through panchatatva. The rules of panchatatva are 
commonly known as ‘the five M’s- madya (liquor), mansa (meat), matsya (fish), 
mudra (com) and mithunas (coition). The burden of the Tantras is to make worship 
attractive to men. But one of the objects of Tantric rites is said to be the raising of the 
devotees above all sense of right and wrong, an ideal often emphasized in Hindu 
mysticism and we know for certain that the Tantric rites of Mahayana Buddhist were 
attended by much debauchery and exhortation to actions which society considered 
evil or sinful. 61 

Moreover the proliferation of feudal chiefs and rulers, their interest in temples- 
building, the feudalization of temple institution and its growing wealth and power, the 
degeneration of the devadasi (sacred prostitution) systems are also found to be some of 
the medieval developments responsible for profuse display of eroticism. 

The temples of Khajuraho can be broadly classified into three groups on the basis 
of treatment of erotic motifs. In the temples of first group- the Lakshmana, Kandariya 
Mahadeva, Devi Jagadambi, Chitragupta, Vishvanatha and Parshvanatha. Erotic scenes 
prominently displayed not only on the exterior walls but also in recessed parts of the 
temple viz. lintels, door-jambs, cornices and some times inside sanctum. In the lower 
panels of the southern and northern wall of the Lakshmana temple, orgiastic scenes are 
depicted in which royal persons, ascetics and female attendants are shown. A scene of 
group sex is sculpted on the platform of this temple in which numerous couples have been 
shown engaged in a wild orgy. Animal coitus is also depicted on this temple. In the 
Kandariya Mahadeva and Vishvanatha temples a copulation couple watched by excited 
attendants and two ascetics in orgiastic poses are shown. The top panel of Vishvanatha 
temple displays a man copulating with a woman from the rear while on the sanctum wall 
of Kandariya Mahadeva temple an aristocrat can be seen performing the sexual act while 
standing on his head. In the temple of Parshvanath which belongs to Jain faith, sexual 
motifs are depicted but orgiastic scenes are completely absent. The temple portrays divine 
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pairs such as Narayana-Lakshmi, Shiva-Parvati, Balrama-Revati, Indra with Sachi, Kama 
with Rati and Ram with Sita etc. In each case, the divinity stands on the right of his 
consort, encircling her with his arm and touching her left breast. The mild eroticism is due 
to the magic defensive impact of erotic motifs. So in almost all the temples of the first 
group, erotic motifs have been profusely represented and there appears a tendency to 
replace divine figures by erotic ones. 

In the second category of temples, there is a difference not only in the treatment of 
erotic motifs but also in architectural grandeur. These temples were constructed during 
A.D. 1050 and 1150 and include temple of Javeri, Vamana and Duladeo. The Duladeo 
temple has numerous copulating couples; some of them exhibit gymnastic posture. The 
Vamana and Javeri temples also display a few copulating couples. In the third category 
are included Adinatha and Chaturbhuja temples, in which there is complete absence of 
erotic motifs. 

There are a few other temples at Khajuraho where no sculptures of any type are 
studded. Even if they are found they are very crude and fragmentary and erotic motifs are 
not at all sculpted. 62 

Hindu Temple/ Shrine 

Temple means a building for religious exercises and is a centre for worship. It is the 
abode of God who is the spirit immanent in the universe. The temple therefore is known 
by such terms as devalaya, Shivalaya and devayatana. These Hindu temples are 
commonly kn own as ‘Mandir’ in Hindi, koil or kovil in Tamil, devasthana in Kannda and 
devalya in Telgu. The shrine is termed vimana in southern context and ‘prasada’ or mula- 
prasada in northern. The main forms and styles of the Hindu temple were established 
during 600 - 800 A.D. It contained the sanctum; the garbha-gariha usually square housed 
the image of the deity which was approached through a calumniated porch or mandapa. 
The shrine was roofed with a pyramidal spire known as shikhara. While some early 
shrines seem to have been flat roofed, a Nagara or Dravida shrine has a superstructure as 
an integral part. The temple as a whole was raised on a massive plinth and was after 
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surrounded by subsidiary shrines and by an enclosing wall pierced by one or more 

gigantic gateway towers or gopurams. The architecture of temple varies across India; 

however while the basic elements of temple are the same. The Indian temple, prasada or 

vimana generally consist the following elements- 

1. Shikhara- meaning the tower or the spire. It is pyramidal or tapering portion of the 
temple which represents the mythological ‘Mem’ or the highest mountain peak. The 
shape and the size of the tower vary from region to region. 

2. Grabha-gariha- meaning the wombs chamber. It is nucleus and the inner most 
chamber of the temple where the image of the deity is placed and is mostly square in 
plan. It is entered by a doorway on its eastern side. 

3. Prakshina-patha- meaning the ambulatory passage for circumambulation. It consists 
of enclosed corridor carried around the outside of grabha-gariha. The devotee walks 
around the deity in clock-wise direction as a worship ritual. 

4. Mandapa- It is a pillared hall in front of the grabha-gariha for the assembly of the 
devotees. It is used by the devotees to sit, pray, chant, mediate and waters the priests 
performing rituals. It is also used dancing where rituals are performed with music and 
dance. Mandapa may be enclosed by thick walls or open like an extended porch. 

5. Antarala- It means the vestibule or the intermediate chamber which unites the 
sanctum and mandapa. 

6. Mukhmadapa- It is the front porch or the main entrance of the temple leading to the 
mandapa. 

7. Pitha- The plinth or the platform of the temple. 

8. Toranas- The typical ornate gateway of the temple mostly found in the north India 
temples. 
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9. Gopurams- meaning the monumental and ornate tower at the entrance of the temple 
complex specially found in south India. 

10. Amalaka- 


11. Gavakshas- The gavakshas is a kind of paradigm for Indian temple architecture as a 
whole. It is motif (literally ‘cow eye’, alternatively chandrasala) developed of as a 
pattern over time which is visible in the complex udgama, as a jala on the lata of the 
shikhara and additional pediments around the temple facade. 



Gavaksha Half-Gavaksha V- Motif Merged Pair 


Merged Triplet 


Fig. 5.21 Various components of gavaksha (jala) 



148 


Indological Truths 





































































Fig 5.22 Different Patterns Evolving with the use of Full and Half Gavaksha Motives 
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Lakshmana Temple 


The Lakshmana temple is one of the oldest and finest of the western group of temples of 
Khajuraho. This striking temple stands facing the Varaha and Devi Mandapa. It is as tall 
as it is long measuring approximately 29.87 x 13.79 meters (98' x 45'3") and similar in 
plan and design to the Kandariya Mahadeva temple, which it seems to have preceded by 
nearly half a century. The temple has only one entrance on the east side, set at the top of 
the stairs. The porch has a pretty torana or stone garland above the entrance. Cemented 
along the porch wall is Chandella stone inscription found in the vicinity of the temple. 



Fig. 6.1 Front face view of Lakshmana temple 
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Dated v.s. 1011/954 A.D. 1 it is the long Sanskrit eulogy in 49 verses and contains a 
complete genealogy of the dynasty up to time. The inscription records that Yashovarman, 
who was also called Laksavarman, the seventh Chandella ruler constructed a temple to 
install a Vishnu image, gifted to him by his Pratihara overlord, Devapala, probably the 
ruler of the Kannauj. The image was brought originally from Tibet. This majestic form of 
four armed, three headed Lord Vishnu called Vaikuntha. The deity of the temple is 
variously known as Lakshmana, Ramachandra or Chaturbhuja attesting its Vaishnava 
dedication. Dhangadeva who was ruling in 954 A.D. has also been mentioned in the 
inscription. It is therefore assumed that Lakshmana temple was built just before 954 A.D. 



Fig. 6.2 South side view of Lakshmana Temple 


152 


Indological Truths 







The temple is a five shrined or panchayatana complex and major temple of Vaikuntha 
stands in the centre of high platform along with its four subsidiary shrines in the comers, 
each one being a complete temple in it’s with a sanctum and a portico of two pillars in 
front and has similar ornamentation of sculptures. The small shrine facing the temple 
possible housed Garuda, the mount of the God Vaikuntha but now it contains the image 
of Brahmani, locally called Devi. This is the only temple which preserves the subsidiary 
shrine and platform terrace with their features and decorations intact in Khajuraho. This 
is also one the rare existing and well preserved temple of Vainkunth-Vishnu in India. 
Vaikuntha from of Vishnu was worshipped by the followers of Pancharatra sect of 
Kashmir or Tantrantara School. Although in its earlier phase of Pancharatra cult was non- 
vedicand opposed varnasrama-dharma, in its later historical development it admitted 
Vedic elements. Khajuraho in the 10th century represents this phase of Pancharatra and 
this temple supports Trayidharma of the Vedas and prosperity has some 



Fig. 6.3 Backside View of Lakshmana Temple 
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remarkable features. The roof of its of brahmanas. Sculpturally and architecturally, this 
temple mahamandapa, mandapa and entrance porch are of phamsana type resembling 
those of the Orissan mandapas and shows a pyramidal superstructure of a straight contour 
crowned by a prominent ghanta (bell-member), which is shared only by a Brahma 
temple. The mandapa roof of this temple also exhibit the following peculiarities- (i) The 
stepped tiers of its mandapa and mahamandapa roof show tile-ribbings (ii) The terminal 



Fig. 6.4 Northern side view of Lakshmana Temple 

ends of the stepped tiers of mahamandapa roof are decorated with miniature figures of 
adoring Nagas and (iii) The mahamandapa roof is crowned by a pitcher-finial with 
drooping foliage, representing the design of pot and foliage. 4 Its basement moulding 
show a bold elephant frieze and its jangha are decorated with two bands of graceful 
sculptures which are noted for their expression, distinct echoes of Gupta tradition. The 
interior of this temple is also sculptured with as much detail as its outer wall. The 
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graceful image one passes on the way to garbha-gariha reminds one of divinities that are 
inherent in all aspects of the living world. 

ARCHITECTURE 

The Kliajuraho temple, constructed with spiral superstructures, adhere to a northern 
Indian shikhara temple style and often to a panchayatana plan or layout. The Lakshmana 
temple is a sandhara prasada of the sanctuary is pancharata. Architecturally, this temple 
represents all the elements of a developed temple type, except for its triangular sanctum 
and other minor deviations, in the spire and facades. 5 Being a panchayatana temple it had 
four subsidiary shrines on four corners and the main shrine in the centre of podium, 
which comprises their base. The essential elements of plan- the mukhmandapa or 
entrance porch, the mandapa or hall, the mahamandapa, antrala or vestibule and garbha- 
gariha or sanctum with an ambulatory and three transepts are present in the temple. 
These elements are all along aligned on a single axis. 


ELEVATION 

The east facing temple has overall dimensions of 85' x 44' and its height is 80'. The 
temple has three main divisions on its elevation- the plinth or basal story or adhishthana, 
the wall or jangha and the roof or spire or shikhara. In addition to it, the platform (jagati) 
on which it stands; the temple has a high basal story with a series of ornamental 
mouldings depicting human activities (narathara), masks of glory (grasapattika) and 
geometrical designs. The details of division of elevation of Lakshmana temple are- 

Jagati 

The temple stands on a large 10 ft high jagati. Even though restored and altered, the 
platform is exactly as it was in the original plan. A reconstructed steep of eleven steps 
with two niches on either side (now empty) leads to terrace of jagati from the ground 
level. It was originally enclosed by an ornamental balustrade of four usual mouldings. 
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The main temple stands in the centre of the rectangular terrace with its four 
subsidiary shrines (chapels) at the four corners measuring 1814 x IIV 2 ft. wide each 
rendering the structure a complete panchayatana complex. Subsidiary shrines situated at 
the back of the adhishthana face east and remaining one face each other, if they too faced 
east, it would have been necessary to built steps to reach them. 6 So the direction of all 
five temples is arranged in such a manner that a devotee ascending the stairs to the terrace 
will face the doors of all the five temples there is boundary railing also. The jagati has 
mixed of granite and sandstones. The khara-sila forming the lowest course of plain 
granite is only on the north side. Above this, there is a plain sandstone dhara-sila 
supporting ornamental mouldings which is i) decorated with lotus scrolls and lotus petals 
ii) jadya-kumbha ornamented with thakarikas iii) projecting pattika decorated with frills 
of triangles. Above this rests the second series of mouldings consisting of i) khura ii) 
kumbha iii) kalsa iv) recessed course i.e. antarapatta with frieze showing hunting and 
battle scenes, processions of elephants, horses and soldiers and miscellaneous 
representation of royality, religious teachers and everyday life including domestic and 
erotic scenes, v) kapota decorated with thakarikas above the gagaraka below and vi) 
pattika decorated with stenciled tamala-patras and is surmounted by rajssena vedika, 
assanapatta and kakshasana mouldings. This jagati has its mouldings intact and the only 
temple in Kliajuraho, which has an intact parapet in the form of a setback. The parapet is 

7 

largely located in the north-east but little bit is still in the south-west side as well. 

Adhisthana 

The main temple stands on an emphatically high adhisthana which comprise of a pitha 
and a vedibandha. It has two series of moulding. The lower series pertaining to the plinth 
(pitha) consists of- (i) plain bhitta (ii) ornamental bhitta decorated with stenciled scrolls 
(iii) kamika (iv) bhitta decorated with lotus petals with a beaded band below (v) jayda- 
kumbha carved with stenciled tamala-patras below and thakarikas above (vi) minor 
recess (antara-patta) decorated with kunjaraksha design (vii) garasa-patti (viii) broad 
gaja-pitha showing projecting foreparts of seated elephants carved in round, flanked by 
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mahouts or couples (ix) kapotapali decorated with thakarakas above and gagarakas 
emanating from the lotus petals below. 

The upper series of moulding pertaining to the vedibandha comprises (i) khura (ii) 
kumbha with a central projecting band of grasa-pattika (iii) kalasa (iv) a recessed course 
(antara-patta) showing a procession of elephants and horses with or without riders, 
warriors, musicians, dancers, acrobats and devotees and miscellaneous domestic and 
erotic scenes (v) a pair of minor pattikas decorated with a frill of triangles and gagarkas 
respectively (vi) kapota decorated with thakarikas and (vii) projecting pattika decorated 
with processional frieze, disposed in compartments. The nine principle niches of this 
basement facade invariable, start above the kapotapali i.e. top moulding of the lower 



Fig. 6.5 Adhishthana of Lakshmana temple 

series. These niches are framed by pilaster and crowed by an elegant pediment of chaitya- 
arches which contains an important series of images. Smaller niches showing the figures 
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of Gods and Goddesses and canopied by tall pediments are also addorsed to the kumbha 
and kalsa courses. An examination of the east side of the adhishtana reveals that the 
upper part, the balustrade, the niches and even a large part of the frieze decorating the 
podium at the hight of a man, have obviously been, replaced by stone blocks of a recent 
date. But the lower part which, after all follow closely two lines of plan, looks as if it is 
original. 8 

Jangha 

Over the stable and ornate base, rests the jangha or wall of the temple forming the central 
zone. The wall has canopied windows (eaves) with balconies to admit air and light in to 
the interior, forming beautiful opening for the inner compartments i.e. garbha-gariha, the 
mandapa and the mukhmandapa. The jangha is decorated with two rows of sculptures 
containing figures of divinities, interspersed with apasaras on projections and mithunas 
and erotic scenes in recesses. The sculptures disposed in two rows stand on pedestals and 
are separated by a pair of two pattikas, the lower carved with a frieze of Vidyadharas 
carrying garlands or playing on musical instruments and upper row of sculptures is 
topped by a projecting pattika decorated with heart-shaped foliage (stenciled tamala 
patras). Above the pattika, there is a row of panels depicting scenes of dance and music, 
crowed by pediments of thakarikas which are surmounted by a frieze of large 
kirttimukhas, alternating with recessed panels of dance and music. 

Above this, there is a two-tiered eave-comice comprising a pair of kapotas with 
intervening recesses, decorated with diamonds and kunjaraksha motif. It is above the 
upper recess that the shikhara start. On the facades of mukhmandapa, mandapa and five 
transepts, the jangha shows the moulding of rajsena, vedika, asana-patta and kakshana. 
The elevation above the balustrade displays prominent openings, canopied by over 
hanging ribbed eaves supported on short pillars with kumara-brackets. 
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Shikhara 


Above the central zone of the wall rises the roof consisting of a series of graded peaks 
that resemble a mountain range often mount Kailash or Meru in the scriptures. All the 
compartments have individual roofs that rise in a modulated crescendo, from lowest over 
the entrance porch to the loftiest over the sanctum. These peaks arrayed along the axial 
line, rise and fall alternately while maintaining their overall upward ascent and 
culminating in the tallest spire or shikhara, which is raised directly over the sanctum and 
is curvilinear in design. 


The shikhara of this temple is of twenty nine andakas, comprising four urah-sringas 
(leaning half spires) and twenty four smaller sringas (spire lets) clustered around the 



Fig. 6.6 Shikhara of Lakshmana Temple 

mula-manjri and is completely covered with mesh of chaitya arches (thakarikas). There is 
only one row of urah-sringas and two rows of other sringas. The mula-manjri (core-spire) 
is of seven storeys marked by six angle-amalakas, each of a semi-circular section. There 
is a well-marked neck course, griva, decorated with a design of half- diamonds sand is 
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crowed by a large amalasaraka which is carved with rosettes. Above the amalasaraka 
occurs a chandrika surmounted by a smaller amalaka. The upper amalaka is again 
surmounted by a chandrika which is crowed by a kalasa with two rims and a karna. The 
central ratha of the mula-manjri projects like a tongue beyond the shoulder vijapuraka 
(pitcher-finial). The mula-manjari has three angas i.e. ratha, pratiratha and course, which 
constitutes a distinguishing feature of the central temple architecture. 9 The pratirathas 
show two rows each of minor sringas on each side while karnas show other rows each 
only one sringa on each side. All the sringas of the lower row are of same size but those 
of the pratirathas of the upper row are smaller. 

The roof over the transepts starts with a row of five niches showing a divine 
couples in the central niche, female attendants in the flanking one and loving couples in 
the terminal ones. The row of niches is flanked on each side by miniature pyramidal 
rooflets and is surmounted by an ascending series of six pediments of chaitya-dormers 
(udgamas). The highest pediment has a rectangular finial crowed by a kumara figure. The 
terminal ends of the large udagmas are surmounted by flying Vidyadharas carrying 
garlands or brandishing weapons or playing on musical instruments. The surviving lower 
pediments also have a rectangular finial decorated with a perforated chess-pattern. The 
urah sringas starts above a recess which concedes with the top of the highest pediment of 
the transepts roof. This recess occurs all round the shikhara and has niches showing 
divine couples or group of three divinities. A large flying Garuda depicted in the round 
immediately above this recess and flanks the west side of the base of the southern urah- 
sringa. Another flying Garuda holding a sarpa (snake) in the left hand occurs at the same 
level on the southern flank of the western urah-sringa and a bearded Garuda is also 
carved in round at the same level at the base of the western urah-sringa and faces west. 
This Garuda figure sets on a kumara finial which surmounts the highest of an ascending 
series of six pediments which crown the western transept of the sanctum and middle 
pediment shows a figure of a rampant Lion fighting a warrior. 
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Roof of the Antrala, Vestibule and Kapili 

The roof of the kapili or antrala from the front shows the level of sringas a principal niche 
containing an image of four-armed standing Vishnu carrying abhaya, gada, chakra and 
another hand broken, flanked by niche of female attendant on each side. The niches are 
surmounted by the front antefix comprising a series of three pediments. The highest 
pediment (udgama) is flanked by makara transoms and is surmounted by a rectangular 
finial which supports the crowing figure of the warrior fighting a lion. On the southern 
and northern faces of the antrala roof, there occurs a recess above the sringas containing 
diamonds or mithuna reliefs in niches, surmounted by a kapota moulding. From this 
level, there is a fair sized rathika in ascending order showing a standing two-armed divine 
couple crowned by udgama, a frieze of seated devotees in niches, a kapota, a frieze of 
seated Vidyadharas, a pair of horizontal courses respectively decorated with chess board 
design and scrolls, a recessed course and two grass-pattikas with an intervening kapota. 
The upper grasa-pattika is crowned by three pediments which are addorsed to the 
surasenaka of the sukanasa crowed by a warrior fighting a Lion figure having a curled up 
tail. 

Roof of the mahamandapa 

The roof over the mahamandapa transepts is a replica of that over the sanctum transept in 
all details. Behind the pediment rises the pyramidal (phamsana) roof of the 
mahamandapa. The roof level starts here with a row of niches flanked on each side by a 
pair of tilakas. Above there is a grasa-pattika surmounted by a recess showing dancers 
and musicians in the niches framed by pilasters. Above this recess rise the eight ribbed 
stepped tiers of the pyramidal roof, each decorated with chaitya-arches (thakarikas) at 
intervals and by nagas in anjali at the ends. Each tier alternates with a recess decorated 
with chess-board design. The crowing ornaments above the neck course comprise a large 
bell member surmounted by an amalaka, chandrika, kalasa and vijapuraka. The bell 
member is decorated with a small pediment in each cardinal direction while the kalasa is 
embellished with drooping foliage. 
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Roof of the mandapa 


The row of niches here is flanked on each side by a miniature model of balconied 
window (kaksha-kuta) complete with human figure and crowned by four stepped tiers 
(pidhas), bell, amalaka and kalasa. The niches are crowned by an ascending series of 
three pediments (udgamas). Behind these, rises the main pyramidal roof of six stepped 
tiers of same design as those of mahamandapa roof with the difference that the recess 
between these stepped tiers are plain and the topmost tier is crowned by a bell member 
decorated with four short pediments in cardinal direction capped by an amalaka, 
chandrika and kalasa. 

Roof of the mukhmandapa 

This is also of the same design but progressively smaller than the roofs of the 
mahamandapa and mandapa. The principal niches are flanked by two model pyramidal 
roofless (tilakas) and crowned by ascending pair of pediments. Behind them, rises the 
pyramidal roof of five stepped tiers, crowned by a bell-member. Therefore, the roofs of 
the mahamandapa, mandapa and mukhmandapa also show a progressively smaller gable 
in front resembling the gable over the antrala. 

PLAN OF THE TEMPLE 

The temple is entered through the ornate Makara-torana, the profusely carved arched 
entrance flanked by crocodile. This entrance porch or mukhmandapa is modest, oblong 
passage and broadens in to wider mandapa which is open on three-sides and is enclosed 
by sloping balustrades. Next lays the mahamandapa which is a closed hall with lateral 
transepts (that has a corridor around it). This hall leads in to the antrala beyond which lies 
the garbha-gariha or the sanctum with an ambulatory and three transepts and sandharas 
with the subsidiary shrines on the four corners making this temple a pachayatna. Figure 
6.8 show the plan of the temple. 
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Makara-torana 


After ascending an imposing flight of steps with two moon-stones (chandra-sila) at the 
two lowest steps, one enters the interior of the temple through a highly ornate makara- 
torana (festooned arch). The makara-torana is of the simple type showing two loops, each 
emanating from the mouth of a flanking crocodile, which has been forced open by a 
bearded gladiator carrying a sword in the right hand and a scarf like object in the left 
hand. A male figure carrying lotus flower in the left hand is carved seated on the 
proboscis of the crocodile. The loops are decorated with a running frieze of Vidyadhara 
couples carrying a garland or brandishing swords or dancing or playing on musical 
instruments. The meeting point of the loops is decorated with a large gagaraka pendant 
dropping from the mouth of a kirttimukha. 



Fig. 6.7 Makra torana of Lakshmana temple 
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Fig. 6.8 Plan and section of Lakshmana temple 

Mukhmandapa and mandapa 

The porch i.e. mukhmandapa rests on a four upper pillars of which two are common with 
the mandapa and the mandapa on eight similar pillars and four pilasters, disposed in two 
rows on each side. They are all of square section with cardinal projections i.e. bhadraka 
type. The lower section of these pillars and pilaster below the asanapatta are of similar 
design but pain. The upper pillars of the mukhmandapa and those of inner row of the 
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mandapa are carved in the upper half with designs of kirttimukhas, lotus scrolls and 
nagins flanked by vyala in relief. All of them have a design of vase-and-foliage on the top 
section of the shaft. Their capitals are square, surmounted by brackets representing four¬ 
armed kumaras (Atlantean figure), each supporting a superstructure with two upper 
hands. 

The kumara brackets of the porch carry an architrave decorated with stenciled 

scrolls surmounted by a processional frieze 
showing teachers and devotees, dancers and 
soldiers, interspersed with horses and 
elephants with and without riders. The 
architrave supports a cornice and frieze, the 
former decorated with bands of lotus petals 
and circular rosettes and latter with garland 
loops enclosing half diamonds. It is this 
frieze which supports the magnificent 
circular (nabhichchandra) ceiling consisting 
of four concentric circles of coffered cups 
Fig. 6.9 Roof Ceiling of Lakshmana Temple with a long staminal tube (padmakesara) 

issuing from the centre. The ceiling is made circular by cutting the comers and filling 
them up with kirtimukhas and scroll in relief. A grasa-pattika is shown around the 
vertical rim of the outer circle. Each cusped course represents complete section of a 
flower. The ribs of these flowers end in adoring nagas. This is one of most beautiful 
ceiling in the central India, 10 which is entirely of swirling circles, overlapping each other 
in an abstract geometrical pattern (figure 6.9). Four of upper pillars of the inner row of 
the mandapa show the niches containingthe figure of Vishnu, Shiva, Ganesha and Kubera 
facing the passage. The bracket carries a plain beam surmounted by an architrave 
decorated with a running design of miniature pyramidal roof lets. In between these roof 
lets standing devotees or couples are carved on the north, east and south but on the west 
are floral petals. Above this, is a cornic decorated with lotus petals and it supports the 
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ceiling. The square ceiling has a circular vitana of five deep circular coffers, each of three 
tiers of kola (coffered cusps) courses; the central one is deeper than the remaining. 

Mahamanclapa 

The mahamandapa is a closed rectangular hall with five lateral transepts with balconied 
window, two each on north and south one on the west. Its inner walls are plain in lower 
half but have transepts and niches carrying images. The upper portions of the walls 
starting with projection are decorated with a band of stenciled heart-shaped foliage 
(tamala patra) coming at the level of kumara-bracket of the pilaster. Above this rests an 
architrave of two course, the lower decorated with stenciled scrolls surmounted by a 
frieze of niches showing dancers, musicians, vidyadharas, gods and goddess and upper 
course is carved with miniature pyramidal rooflets (tilakas) which is the crowing 
decoration of niches. Between the niches, mithunas are depicted. The architrave carries a 
double row of comice which is decorated with designs of lotus pitals, triangular frills and 
circular rosettes. The cornic supports a corbelled ceiling consisting of three cusped 
courses, marked with ribs, each terminating in a miniature figure of naga in anjali. 
Mahamandapa has in its centre, tall four pillars which stand on 12 inches high podium. 
These pillars have a plain shaft with ornate bases and capitals. The base mouldings 
comprise khura, kumbha, kalasa and kapopta. The capitals are surmounted by brackets 
showing four larger kumaras (Atlantean figures) in the comers. Each shaft is carried up 
as an attic section which supports a capital of the same design crowned by four kumara- 
brackets in the cardinal direction and a figure of goddess in each corner. These are 
socket-cut in lower parts of all the upper brackets and upper parts of all the lower ones 
for insertion of ornamental struts showing four apsaras in the cardinal direction and four 
vyala in the intermediate comer. The upper kumara-brackets support an architrave of two 
courses, the lower one decorated with stenciled scrolls surmounted by a row of niches 
and upper one with a miniature pyramidal roof (tilakas) of the same design as an 
architrave of main hall. The niches show mithuna figures and so do the recesses between 
the niches. Upper square framework of architrave, which is first turned into an octagon 
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and then into circle and supports a ceiling of overlapping concentric courses. This ceiling 



Fig. 6.10 Upper view of Mahamandapa 

is similar to that of the entrance porch with central pendant broken off. The kirtimukhas 
in the comer of the ceiling are pierced by sockets for the reception of four apsara- 
brackets of which only one is survived in the south east comer showing an apsara playing 
on vina. 

The compartment between mahamandapa and the antrala is rectangular with a flat 
ceiling decorated with three lotuses in relief. The ceiling rests over a chatushki formed by 
two pillars of the antrala and two western pillars of the mahamandapa and also has the 
same mouldings as those of mahamandapa. Their shaft is octagonal below; sixteen sided 
in the middle and circular above and also carry a circular capital. Their upper kumara 
brackets support architraves carved by stenciled scrolls and niches containing couples 
flanked by recess and also containing couples on the north, south and east side. The 
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niches are surmounted by miniature pyramidal roofs of same design as of mahamandapa, 
but on the west these are replaced by a frieze of garlands. The upper architrave adorned 
with a frieze of grasa-pattika (kirtimukhas), supports the ceiling. The ceiling shows three 
tiers of diminishing squares decorated with kola courses (floral designs of coffered cups) 
terminating in a long centre pendant. Four apsaras-brackets abut against the four corners 
of the ceiling. Added to the inner ambulatory of the sanctum and the mahamandapa hall 
is two pair of transepts. Each of these transepts has an opening which lights and ventilates 
the interior. 

Each opening of the transept has two pairs of pilasters which support the 
continuous beam of the hall. Two pilasters stand on a base of the usual ornamental design 
resting on a pitha bearing a simple decoration of lotus petals. The shaft of the pilasters 
and upper pillars of the transepts are decorated up to upper 'A with ornaments in the same 
way as of mandapa and mukhmandapa. They carry the ornate capital and kumara- 
brackets. The architraves surmounting the brackets also bear the same design as of main 
hall. The lower pillars of three transepts of the sanctum are of a different design and show 
an octagonal base and shaft carrying a plain octagonal capital. 

The ceiling of the transept is supported on two dwarf pillars and pilaster. Their 
shaft capital and kumara-brackets are also same in shape and design as of mukhmandapa. 
But the pillars carry four kumara-brackets and the pilaster carries only three such 
brackets. These brackets support an architrave of two courses, the lower decorated with 
stenciled scrolls surmounted by niches and with miniature pyramidal roofs crowning the 
niches. Over this rests a plain architrave with three offsets which support flat, irregular 
ceiling decorated with three lotuses in relief. 

Antarala (Vestibule) 

The two pilasters flanking the sanctum doorway are of bhadaraka type and stand of 
square base. They show partly stencilled and partly relief decorations in the upper 'A and 
elegant sculpture of Vaishnava pritiharas (door-keepers) carrying a bow and arrow, in the 
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lower l A. The upper section of the pilaster has kumara-brackets as usual but the kumaras 
are replaced by an image of Ganesha on the southern pilaster by a standing god on the 
northern pilaster. These brackets carry an architrave of two courses, the lower decorated 
with stencilled scrolls surmounted by niches alternating with recesses, both containing 
couples. The upper course of architrave is decorated with a frieze of garland loops 
surmounted by a plain offset decorated with three lotuses in relief. Two apsara-brackets 
abut against the north-eastern and south-eastern corners of this ceiling and rests on the 
corresponding comer brackets below showing the sculptures of seated goddesses. 

Doorway of Sanctum 

A shallow passage with a pair of moon-stone steps (chandrasila) leads upto the ornate 
doorway of the sanctum. This doorway has seven ornate bands (sapta-sakha). The first 
band is decorated with stencilled scrolls. The second and sixth bands consist of rampant 
vyalas while the third and fifth band shows ganas dancing or playing on musical 
instruments. The fourth band (sakha) which is pilaster has three niches on each side 
containing representation of Vaishnava incarnations. Matsya, Varaha and Vamana 
incarnations are shown on the south jamb and Kurma, Narasimha and Parshurama on the 
north jamb. Kurma combines a symbolic representation of the churning of the ocean. The 
upper most niches are crowned by a circular capital (bharani). The seventh band which is 
the outer band is decorated with large lotus petals showing wavy scrolls in bold relief. 
The door lintels have two friezes each consisting of three projecting niches and two 
recesses. The projecting niches are crowned by miniature pyramidal rootlets (tilakas). 
Four-armed Gaja-Lakshmi is represented in the central niche of lower frieze; its end 
niches represent four-armed Brahma and four-armed Shiva on the proper right and left 
respectively. The upper frieze shows the Navagraha and its extreme proper right niche 
represents two-armed seated Surya riding a chariot driven by the seven horses. 

The river-goddess panels comprising of five figures are carved on the base of 
doorway. Ganga is shown on the right while Yamuna on the left. The panels also include 
figures of four-armed Vaishnava door-keepers. The doorsill shows two running friezes 
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representing dancers and musicians in recessed registers and gods and goddesses in 
niches with attendants. Between the two friezes occur mouldings of jadya-kumbha and 
kamika to which are addorsed three niches containing figures of four-armed seated gods. 
On the extreme ends below the seventh band is carved with divine couples on each side. 

Sanctum (Garbha-gariha) 

The sanctum is a modest chamber 7'-3" wide having four pilaster of square section with 
cardinal offsets. These show pot-and-foliage in the lower and upper portions and carry 
the usual ornate capital surmounted by brackets of plain carved profile. The brackets 
support a lintel decorated with scrolls surmounted by a frieze depicting scenes of dance 
and music by Vidyadharas. The pair of central gods on each side holds a crown. Above 
the frieze rests a cornice decorated with lotus petals. The comice supports a ceiling made 
of two intersecting squares, the vertical faces of which are carved on each side with 
religious processions centered on a figure of Vishnu. Yogasana Vishnu is represented on 
three sides and Vishnu riding on Garuda on the fourth. The ceiling terminates in a 
projecting lotus pendant of a modest size. The interior walls are plain except for a niche 
in the south wall and a bracket-shaft in the north wall. Against the hindwall rests an 
elaborate pedestal carrying a standing image of the Vaikuntha, the main deity of the 
temple surrounded by a large prabhavali showing number of figures of gods and 
goddesses. The outer frieze of the prabhavi is framed by two pilasters supporting a 
makara-torana with two loops while its extreme sides is decorated with figures of 
gajasardula below and a female chauri-bearer. 

Externally, the sanctum proper is pancharatha on plan as wall as in elevation. It 
rests on a highly ornate pitha and Vedibandha. Among all the temples of Khajuraho, the 
Lakshmana has the most ornate sanctum with the finest finish and preservation. 
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SUBSIDIARY SHRINES OF THE LAKSHMANA TEMPLE 


South-eastern Shrine 


The shrine is pancha-rata on plan as well as in elevation and consists of a sanctum, a 
constricted kapili and a porch, carried on chatushki of two pillars and two pilasters. The 
porch however is restored by collecting old material from different temples. The pillar 
has a square base and a capital carved with the design of a vase-and-foliage in bold relief 
and shows a plain shaft which is octagonal below, sixteen sided in the middle and circular 



Fig. 6.11 Plan with Subsidiary Shrines of Lakshmana Temple 


above and circular section capped by a madhya-bandha decorated with floral and 
kirrtimukha designs. The basement mouldings are of two series. Lower series comprises- 
(i) a plain bhitta (ii) jaya-kumbha carved with thakarikas (half diamond shape) (iii) 
pattika showing stenciled tamala-pataras and (iv) kapotapali decorated with thakarikas 
above and gagarakas emanting from the lotus petas below. The upper series moulding 
comprises-(i) khura (ii) kumbha decorated with thakarikas (iii) kumbha moulding has on 
each of the three bhadras, a niche carrying a deity. The jangha shows a lower row of 
sculptures representing surasundaries on projection and vyalas in recesses. The upper row 
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Fig. 6.12 Front view of south-eastern shrine 


Fig. 6.14 Shikhara of south-eastern shrine 




Fig. 6.13 Door-Jamb of south-eastern shrine 


Fig. 6.15 Adhishthana of south-eastern shrine 
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has diamonds only in the niches on projection as well as recess. The upper row is 
separated from the lower row by a projecting pattika decorated with stenciled tamala- 
pataras. The bhadaras show niches containing image of deities in both rows, the same 
scheme is repeated on the single ratha of the kapili. The upper row of niches is 
surmounted by a projecting pattika decorated with a garland motif surmounted by a 
kapota decorated with thakarikas (half diamonds) with which the jangha portion ends. 
The shikhara is separated from jangha by a recessed course decorated with kunjaraksha 
motif which is surmounted by a kapota decorated with thakarikas. Below the kapota and 
the shikhara occurs a short recess. The shikhara is completely covered by a mesh of 
thakarikas and is of seven bhumis marked by bhumi-amalakas. The north face of the 
shikhara is fully preserved while all other faces are restored including the crowning 
elements which consist of an amalaka, chandrika, smaller amalaka, kalasa and 
vijapuraka. The doorway of the sanctum has three bands. The central band shows dancing 
ganas and vyalas and apsaras in the two flanking bands. The door lintel contains a four¬ 
armed image of form of Vishnu. The doorway lintel also carries a frieze of navagrahas. 
River goddesses with female attendants are depicted below the central band. Pratiharas 
are also depicted on each side of doorway. 

The doorsill is carved with frieze of dancers and musicians. The sanctum 
comprises of two chatushkis made of six pilasters of the bhadraka type. The pilasters of 
the first chatushki, the central portion of the shaft is plain but the lower and upper portion 
are decorated with an undercut vase-and-foliage design, the other chatushki carry a 
square capital which support brackets of a plain curved profile. The bracket carry an 
architrave decorated with stenciled scrolls and architrave supports a flat ceiling with a 
diamond in relief and surmounted by a boarder of scrolls and kirtimukhas. The walls of 
the sanctum are quite plain. 

South-western Shrine 

This heavily restored shrine is also identical in plan and design with south-eastern shrine 
as explained above. The original features are preserved form base to the pattika decorated 
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Fig. 6.21 Door-jamb of North-western Shrine 


Fig. 6.23 Adhishthana of North-western Shrine 
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Fig. 6.25 Doorjamb of north-eastern shrine 


Fig. 6.27 Adhishthana of north-eastern Shrine 
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with tamala-patras surmounting the lower row of sculptures on the jangha. The entire 
ornamental architecture of the shrine above this level is damaged now and is under the 
process of restoration. This shrine also shows a second row of sculptures while no other 
subsidiary shrines have this row. The whole interior also appears to be a restoration with 
older material and its internal layout and design and decoration is same as of south¬ 
eastern shrine. 

North-western Shrine 

This is the best preserved of the four shrines. It shows even the original eaves of the 
porch surmounted by a recess decorated with sunken half-diamonds. The mouldings of 
basement of this shrine consists of- (i) plain bhitta (ii) jadya-kumbha decorated with 
thakarikas (iii) projecting pattika decorated with stencilled tamala-pataras (iv) kapota 
decorated with thakarikas in the lower series and (i) khura (ii) kumbha (iii) kalasa and 
(iv) kapota decorated with thakarikas in the upper series. 

The jangha of this temple is also similar to that of the south-eastern shrine 
described earlier. Shikhara is also identical with the south-eastern shrine. The interior 
arrangement and architecture of the shrine is also similar to that of above mentioned 
shrines except the sculptures and other figures. 

North-eastern Shrine 

This is generally of the same plan and design as the other subsidiary shrines, but the 
porch is completely lost. 

Iconography of Lakshmana Temple 

INTERIOR OF THE TEMPLE 

The purpose of visiting the Temple is to behold the beauty of the deities and worship 
them. The temple is designed as a sacred space to facilitate communion between the 
created (human being) and the creator (Supreme Being). The essential elements that 
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facilitate this contact come from the ancient texts that have the directions and the 
regulations for Temple architecture. Every temple has the permanent image, in the shrine 
and the other gods of the pantheon as well as subsidiary deities in the niches, and semi 
divine, celestial beings in various parts of the structure. The field enclosures and 
pavilions through which the devotee must pass to reach the sanctum are symbolic. As he 
proceeds, the familiar mythological themes, carved on the inner walls attune his attitude. 
The immediate pavilion and vestibule near the sanctum are restrained in sculptural details 
and decorations; these simpler motifs and the prevailing semi darkness help the 
worshipper to put aside distractions and try focusing his attention on the sanctum. Finally 



Here, 

1. Kartikeya 2. Shiva 3. Chandika 4. Parvati 5. Tripura 6. Amba 7. Kshmankari 8. Balarama 9. 
Mahishasuramardini 10. Lakshmi 11. Shiva-Parvati Marriage 12. Sarasvati 13. Vamana 14. Vishvarupa. 


Fig. 6.28 Placement of images in the mahamandpa and pradakshina-patha of Lakshmana Temple 
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the shrine, devoid of any ornamentation, and with its plainly adorned entrance, leads the 
devotee further to tranquility, to fulfillment and to the presence of God. The devotee is 
now fully-absorbed in the beauty and serenity of the icon. He or she is now in the inner 
square of Brahma in the vastu- mandala, and in direct communion with the chief source 
of power in the temple 

Images in interior Niches of Mahamandapa and Pradakshina-patha 

Niche I: Starting clock-wise from the east in the pradakshina-patha, there is a sculpture 
of three-headed and four-armed Karttikeya, standing in a tribhanga. He holds a 
manuscript in his upper left hand and his lower left hand is in plitha mudra (on the 
shoulder of a female figure) while his both the right hands are mutilated now. The god 
wears kirta-mukuta instead of trisikhandaka coiffure, a pair of torques, hara, upavita, 
keyuras, wristlets, long mala, anklets and lower garments fastened by a belt with jewelled 

loops and tassels. His mount peacock is shown 
standing behind the God whose head is now broken. 
Here Karttikeya is shown as divine teacher. He is 
worshipped for getting vidya and described as 
revealing a system of grammar called Katantra 11 and 
Agni Purana has a chapter on Kaumara grammar 
revealed by Karttikeya. “ A Goddess carrying a lotus 
stalk and scarf is shown on the left and a male 
attendant holding lotus and kati is depicted in the 
lower field on the each side of the God. The halo is 
depicted by three headed with central head bearded 
and four-armed standing Brahma carrying kati, sruk, 
Fig. 6.29 Karrtikeya book and water vessel on the right side while four¬ 

armed Vishnu holding abhaya, gada, shankha and one hand broken is represented on the 
left side of the halo. This niche is placed on the south east corner of the temple which is 
according to Kriyapada mentioned in the Padma Samhita. 
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Niche II: This niche contains a four-armed Shiva standing in sambhanga. He holds 
trisula and sarpa in his upper right and left hand respectively while his both the lower 
hands are broken. He wears jata-mukuta, kundalas, torque, hara, upavita, keyuras, 
wristlets, long mala and lower garment fastened by a 
belt with jeweled tassels and a scarf. A male attendant 
is shown on each side while the figure on right holds 
khatvanga and kati. A female attendant holding lotus 
stalk and scarf is carved on either side of the male 
attendant. Mount of the god, Nandi is also shown on 
the pedestal below the feet of the God. Three headed 
with central head bearded and four-armed seated 
Brahma is represented on the right side in the halo 
while on the left side, four-armed Vishnu carrying 
abhaya, padma, chakra and sankha, seated in 
sukhasana is shown. The niche is placed in the south 
side. 

Niche III: This upper niche contains a ten-armed 
Chandika with a benign smile seated on a lotus in 
lalitasana, with her mount, lion seated below. She holds 
akshamala in varada pose, sword now broken, trisula 
and damaru in her right hands while another right one is 
broken and she holds a shield, manuscript, sarpa, a 
skull-cup (kapola) in her lefty hands and one left hand 
is also broken. Her hair is arranged in jata, studded with 
a row of seven skulls and she wears kundalas, torque 
with pendant, hara, keyuras, wristlets, anklets and long 
mala of skulls with central clasp made up of a skull and pair of arms and lower garments 
fastened by a belt with jewelled loops and tassel. The halo is flanked on each side by 



Fig. 6.31 Chandika 



Fig. 6.30 Shiva standing in sambhanga 
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flying Vidyadharas carrying garlands. Two male devotees are shown seated near the 
pedestal praying to her. 

Niche IV: This antarala niche represents a four-armed Parvati standing in sambhanga. 
Her head and hands are broken, but evidently two of them carry lotus stalk and on her left 
Ganesha occurs to be seated on the lotus. Parvati wears usual ornaments and garments. 
Her Lion mount is represented on the right and a pair of deer on the left of her feet. There 
is a seated female attendant on the right with incense (dhupa) and bell (ghanta) and 
another on the left with a garland. The halo is flanked 
by a three headed, four-armed seated Brahma holding 
varada, book, water vessel and another one broken on 
the right and four-armed Vishnu holding varada, 
gada, chakra and shankha on the left. The Pratihara 
temples of central India have a tradition of depicting 
Parvati in panchagi tapas in the north facing bhadra 
niche or in kapili. But Agni-kundas are not shown in 
this panel, so we cannot describe the goddess as 
performing tapas. There is a engraving below the 
niche which can be read as ‘Udhasi’ and other letters 
‘Sri’, ‘Kote’, ‘Devera’ and ‘Sri’ seems to be 
sculptor’s name or mark. Fig. 6.32 Parvati 

Niche V: This is also an upper niche of the south which shows four-armed goddess 
seated in padmasana carrying varada, pasa, amkusha and patra (drinking vessel). The 
goddess having her lower hands in varada and abhaya mudra and holding pasa and 
ankusha in upper two hands should be Bhuvanesari. 14 The Goddess with description 
carrying patra (drinking vessel) in the fourth hand instead of its being in abhaya mudra 
may also be identified with Bhuvanesari. She being a form of Durga can have the 
drinking vessel. 15 She could represent the Tripura aspect of Gauri with varada, amkusha, 
pasa and abhaya. 16 Here in the niche the goddess wear usual ornaments and garments. 
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She is flanked by a goddess on each side, that on the left carry abhaya, lotus, lotus and 
sakti. She appears to resemble the goddess called Aparajita. 17 




Fig. 6.33 Mother of goddess seated in padmasana Fig. 6.34 Mother of goddess seated in lalitasana 

Niche VI: This niche contains a four-armed mother goddess seated in lalitasana holding a 
child in her lap with her two lower hands while her two upper hands are broken. This 
niche is placed on the south-west comer. The Pancharata text while describing a Vishnu 
temple advocates the worship of Ambika on the ninth day of the month. The Agni 
Purana is also directs that Ambika is to be worshipped in the north-west or south-west. So 
the goddess can be identified as Ambika. The Lion vahani goddess with a baby on her 
left arm may be identified with Ambika due to her vahana. 19 But here his mount/vahana 
is not depicted. All her hands are also broken. She wears a low crown and other usual 
dress and ornaments. She is flanked by a female chauri bearer on each side. Two 
goddesses playing on vina are depicted on either in the halo. They are surely Sarasvati. 
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Niche VII: The niche shows eight-armed Kshemankari seated in the lalitasana with two 
Lions depicted below the seat. She holds akshamala in varada pose in upper right hand 
and trisula in lower right hand while other two right hands are broken and sakti, amkusha, 
sankha and water vessel are there in her left hands. She wears jata-mukuta and other 
usual ornaments and there is a full blown flower behind her head-dress. She is flanked by 
a female attendant on each side. The halo is flanked by a seated goddess on either side. 
The goddess Durga Kshamankari is paired with mother goddess in the south west comer, 
who bestows health and well-being. 




Fig. 6.35 Kshemankari seated in the lalitasana Fig. 6.36 Balarama standing in tribhanga 

Niche VIII: The niche containing a four-armed Balarama standing in tribhanga is placed 
in north-west comer of the pardakshina-patha. He stands under a canopy of nine snake- 
hoods and wears karanda-mukuta and other usual ornaments and garments. All his hands 
are broken except one which carries kati. He is flanked by four female attendants, of 
whom, the one on the left carries a cup and on the right one holds a wine jar and in the 
extreme comers, two female figures are shown carrying a scarf and lotus in their hands. 
Four-armed Kubera carrying kati, book, purse and flower can be seen on the each side 
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flanking the snake-hoods of the gods are shown on the pedestal. The words ‘Bhadra ga 
and Jaje ga’ are engraved on the pedestal. 

Niche IX: This niche is paired in the same corner with Balarama i.e. on north-west 
comer. It contains a forceful ten-armed Durga-Mahishasuramardini or Katyayani carrying 
wielding trisula with lowest pair of hands and holds sakti with a human head, chakra, 
quiver (from which an arrow is being drawn) and sword in her remaining right hands 
while her left hands carry bell, shield and remaining left hands are broken. She has placed 
her right foot on Mahisha, the zoomorphic buffalo demon, whose head is severed by 
trisula while her mount Lion pounces upon the demon from the back and shown on the 
right of the goddess. The body of the demon is also pierced by a pair of arrow. 

Mahishasuramardini is quite popular in West Bengal and shown eight-armed 
carrying in clock-wise direction disc, trident, arrow, sword, tarjani mudra, the tuft of the 

hair of demon, shield and bow. Besides the eight¬ 
armed image of goddess the most commonly 
worshipped image is ten armed deity and she is 
represented with elaborate jata-mukuta and is 
shown as fighting vigorously with the demon in 
pratyalidha pose with the left and right legs placed 
on the decapitated buffalo demon and lion 
respectively. Here in the niche the goddess wears 
a donnet-shaped headdress and other usual 
ornaments and dress. She also wears kuchabandha 
on her breasts which is rather rare at Khajuraho. A 
seated four-armed goddess carrying abhaya, sarpa, 
flower and trisula is represented on each side of the 
halo. A bearded ascetic who is standing with folded 
hands is shown behind the Lion while the mutilated two armed demon in human form 
holding a sword is also shown on the left of the deity. Mahishasurmardini in the context 
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of Vishnu worship is considered to be Vaishnavi. In the Pancharatra text Lakshmi Tantra, 

21 

she is regarded as manifestation of Lakshmi. 

Niche X: This is the upper niche which is placed 
in the north side. Four-armed Gaja-Lakshami 
seated in lalitasana carrying varada, lotus stalk in 
right hands and upper left hand surmounted by 
elephants and the nectar pot in the lower left 
hand. The goddess wears donnet-shaped 
headdress and other usual ornaments and 
garments. The elephants sprinkle water by 
upturning pots over the head of the goddess. A 
devotee with folded hands occurs on the each side 
of the deity. 

Fig. 6.38 Gaja akshmai 

Niche XI: This antrala niche shows Shiva-Parvati as Kalyanasundarmurti, depicting their 
marriage ceremony. Both the deities wear usual ornaments and garments. Three headed 
and two armed Brahma is offering oblations to fire with a struk as official priest of 
marriage ceremony and a two armed goddess stands behind. Ganesha and a male 
attendant occur on the left while a mutilated female attendant holding garland on the 
right. A vertical row of six mangala-ghata (pots) surmounted by a bird are shown on the 
each side to grace the marriage scene. Indra riding on the elephant is depicted on the right 
side of the halo while Vishnu on Garuda is on the left along with Vidyadharas carrying 
garlands. Their respective mount Nandi and Lion can be seen among the dancing ganas 
on the pedestal. The placement of marriage scene exactly opposite the scene depicting 

Parvati in penance grove is noteworthy and marriage scene in the antrala also suggests 

22 

the coming together of the divinity and the devotee. “ 


9 * 
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Fig. 6.39 Shiva-Parvati as Kalyanasundarmurti 


Fig. 6.40 Sarasvati seated in lalitasana 


Niche XII: Four-armed Sarasvati seated in lalitasana carrying vina in lower right and 
upper left hands, spiral lotus stalk in the upper right and water vessel in the lower left 
hand, is shown in the niche placed in the north. She wears donnet-shaped headdress, and 
other usual ornaments. 


Niche XIII: This niche is placed on north-east comer and contains four-armed Vamana, 
the dwarf incarnation of Vishnu, standing on a lotus in sambhanga. His hands clock wise 
holds varada, broken, chakra and broken. Here Vamana is pot-bellied and has short curly 
hairs without any headgear. He wears usual ornaments and dress on the body. He is 
flanked by a dwarf, pot-bellied Chakrapurusha on the right and similar Sankhapurusha on 
the left. Garuda holding kati in right and sarpa in left hand stands behind the 
Chakrapurusha while Lakshmi carrying lotus and scarf shown standing behind the 
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Sankhapurusha. A seated Brahma occurs on the right and Shiva on the left of the halo. 



Fig. 6.41 Vamana Fig. 6.42 Twelve armed Vishnu (Visvarupa) 

Niche XIV: This niche is placed at the end of the avarana circuit. It shows twelve headed 
and twelve armed form of Vishnu i.e. Visvarupa, standing in tribhanga and carries 
chakra, gada and arrow in the surviving right hands the attributes of remaining right 
hands are broken. While lowest left hand is held in kati which is the only surviving left 
hand and others are broken. The foremost head which was human is broken flanked by 
the faces of Lion on the right and Boar on the left with a serpent-hood represented behind 
each. On the back of these three faces, there are two more faces of Matsya and Kurma 
which are unseen as generally mentioned in Silpa text. The subsidiary nine human 
heads arranged in a fan-shaped behind the three lower head probably refers to the 
Visvarupa form of Vishnu. The God wears kundalas, torque, kaustubha-mani, hara, 
upavita, keyuras, wristlets, vanamala and anklets and garments fastened by a belt with 
jeweled loops and tassels and a scarf. A corpulent male attendant wearing karanda- 
mukuta and carrying gada and padma is shown on the right, while another attendant 
holding sword in right hand and left hand being broken is depicted on the left of the God. 
Headless Garuda who lifts up his right hand in a praising attitude and left hand in kati is 
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depicted by the side of the latter attendant while on the opposite side Lakshmi is shown 
seated on a wicker stool with folded hands. The halo is flanked by four-armed, three¬ 
headed Brahma on the right and four armed Shiva on the left. 

Harivamsa mentions Vamana’s birth is followed by a description of Visvarupa. 
However Visvarupa in this temple, the only image of this form at Kliajuraho, is iconic 
rather than expressive of cosmic qualities as seen in the Visvarupa images of Samalaji. 
This Visvarupa niche faces west in the derecti on of Vaikantha of sanctum and in the 
similar way as Twelve-armed Sadashiva Chatushapada image faces the Shiva-Linga in 
the Kandariya Mahadeva temple. 

Significant Images on the Sanctum wall enclosed by the Inner Ambulatory 

Lakshmana temple is dedicated to Lord Vishnu. As the images in the temple have their 
fuction in ritual and puja to be carried out according to the religious system to which it 
was affiliated. The architects of this temple might be guided by the acharyas of religious 
system, has a well planned representation of sculptures in the scheme of the temple. The 
forty second verse of the inscription mentions specifically that Yasoverman built this 
splendid temple of Daityarati which revals the snow-clad mountain peaks. The concept of 

24 

Vaikuntha as Daityarati, the enemy of demons, suggests the avatara aspect of Vishnu.” 

“Whenever the earth is over-burdened with sins, it was held, the God incarnates Himself 
to rescue her and to protect saintly people from the grips of the wicked.” 

“Yada yada hi dharmasya glanirbhavati bharata, Abhyutthanamadharmasya 

9 c 

tadatmanun srijamyaham” 

In the Lakshmana temple, the avatara of Vishnu- Matsya, Varaha and Vamna are 
represented on the south jamb paired with Narasimha and Parasurama on the north jamb. 
Vishnu in the form of Matsya saved the Vedas from the Hayagriva demon, the 
composite form of Horse and Man. Kurma incarnation is shown in the southern upper 
niche while Matsya in the northern upper niche, the western cardinal niche, centred 
between the two, represents the supreme Narayana. As Kurma, the source of the universe, 
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Key, 

K=Krisna Lila (Kl-Trivantra Vadha K2-Balrama slays Suta K3-Chanura-Vadha K4-Krishna 
slays Kuvalayapida K5-Kaliyadamana K6-Krishna defeats sala K7-Grace on kubja K8- 
Sakatabhanga K9-Arishtasura-vadha KlO-Yamalarjuna episode K11-Putana-vadha K12- 
Vatsasura-vadha) D=Dikpala (Dl-Indra D2-Agni D3-Yama D4-Nrriti D5-Varuna D6-Yayu D7- 
Kubera D8-Isana) S=Surasundari V=Vyala Vs=Vasu. 

Fig. 6.43 Placement of images on the sanctum wall of Lakshmana Temple 
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Vishnu-Narayana gave a long discourse on the subject of ultimate knowledge to Narada 
and other sages and in the form of Matsya; He gave discourse to Vaivasvat Manu and 
Seven Rishis. Vishnu as powerful Varaha rescues the earth Goddess who sits on his 
raised elbow in thesouthem lower niche. The western cardinal niche, a twelve-armed 
Narsimha slays the demon Hiranyakashipu. Krishna-lilas also find an important place on 
the sanctum wall of the temple. There are twelve episodes spread out on the three sides of 
the sanctum wall on its upper row flanking Vishnu Yogesvara images 

There are 8 Vasus, 8 Dikpalas, 12 Krishna-lila scenes, 12 Vyalas and 24 
Devanganas or Surasundaries, along with Vishnu’s incarnations on the three sides of the 
sanctum. Devanganas with complex postures placed on each side of the devakastha with 
high spherical breasts. Subsequent to the figure of devangana is placed a vyala followed 
by another devangana and yet another vyala. At the end of the sequence is placed a male 
deity, dikpala. The programming includes another tier of figure in smaller size 
representing Krishna-lila episode in synoptic form squeezed into recesses while 
devangana are placed in alternate sequences, beside male deities. 26 The details of 
sculptures are: 

A. South face- - The sculptural programming of south wall of sanctum is shown in Fig 
6.43. Description of main images of this wall is: 

(i) Lower row 

1. Gaja Lakshmi 

The southern niche of the lower kapili shows a four-armed Gaja lakshami seated in 
lalitasana carrying akshamala in varada pose, lotus stalk, lotus stalk and water vessel 
(kamandalu). She is seated on the lotus and wears a donnet-shaped headdress, kundalas, 
hara, keyuras, wristlets, torque with pendant and anklets and is draped in a lower garment 
fastened by a belt. The elephants standing on the lotus are depicted as sprinkling water 
over her head. 
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Fig. 6.44 Gaja Lakshmai Fig. 6.45 Indra 

2. Indra 

The next niche contains four-armed Indra wearing karanda-mukuta, kundalas, torque, 
hara, yajnopavita, keyuras and wristlets and lower garments fastened by a belt with loops 
and tassels and scarf. His hands clock-wise hold broken, broken, amkusha, and kati. Indra 
is the Lord of East. So in this temple its sculpture is placed facing east. 

3. Agni 

A sculpture showing a four-armed, pot-bellied, Agni is placed on the south-east corner as 
Dikpala deity. He is bearded and carries abhaya, sruk, book and fourth hand is broken. 
He wears jata-mukuta and other usual ornaments and garments. The Lord of the south 
east has Ram as his pet animal with his chariot being driven by red horse according to 
Agni Purana. Fire, trisula, water vessel and mala are his ayudhas according to 
Vishnudharmotra. Some of the images have their first hand in abhaya mudra and other 
hand carry sruk, book and water vessel (kamandalu).“ So the image can be identified as 
Agni but no Vahana is depicted here. 
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Fig. 6.46 Agni Fig. 6.47 Varaha 

4. Varaha 

The main cardinal niche of the south shows four-armed Nri-Varah, incarnation of Vishnu, 
standing in pratyalidhasana under a canopy of lotus leaf. His head and right hands are 
broken. The upper left hand carries chakra and supports Prithvi/Bhu-devi (Earth 
Goddess) who sits on his raised elbow and lower left hand is broken. The God wears 
torque, hara, yajnopavita, wristlets, scraf and vanmala and lower garments fastened by a 
belt with jeweled loops and tassels. His left foot rests over a lotus in anjali of Sesha Naga 
and his consort. The god is flanked by Sankhapurusha and Chakrapurusha on the right 
and by Lakshmi carrying lotus stalk and scarf and Garuda on the left. Seated Shiva on 
the right and Brahma on the left are depicted in the halo. A seated figure holding danda 
occurs on each flank in the middle field. 

According to the authorities, Varaha, the third incarnation of Vishnu, may be in 
three forms- Bhuvaraha, Yajnavaraha and Pralayavaraha. Of theses the first form show as 
holding the legs of Prithvi (Bhu-devi) and smelling her." But here in the temple, the 
image the Prithvi is shown sitting on the elbow of his left upper hand and God is looking 
at her and not smelling her as Bhuvaraha should. The God at Khajuraho has his hands in 
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kati, holding gada, chakra and sankha with Prithvi seated on his third arm in which he 
holds chakra. This image has been given the arrangement of ayudhas pertaining to 
Trivikrama and not Vishnu. 30 

5. Yama 



Fig. 6.48 Yama 


A niche depicting four-armed Yama carrying kati, 
book and remaining two hands broken is placed in the 
last of south facade. Yama is the god of south whose 
vahana, according to Sanskrit authority is Buffalo and 
who has female attendant with fly whisks on each 

a i 

side. Here in the niche his mount buffalo with 
mutilated head is represented on the left. Yama is 
represented bearded with raised curls. He wears 
kundalas, torque, yajnopavita, wristlets and long mala 
with pendant clasp showing skull with arms and 
lower garments fastened by a belt with jeweled 
loops and tassels and scarf. 


(ii) Upper row 

1. Parvati 

The first upper niche of south shows four-armed Parvati seated in lalitasana is shown in 
the upper niche of the Kapili. Her head is broken and carries abhaya, trisula, bell and 
water vessel. She is flanked by two male devotees on each side. 

2 . Vasu 


The next niche shows four-armed bull headed Vasu carrying varada, spiral lotus stalk, 
book and water vessel. He wears karanda-mukuta and usual ornaments and dress. 


3. Vasu 


Same description as mentioned above. 
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4. Krishna-Lila (Trinavarta-Vadha) 


A niche containing the scene of Trinavarata -Vadha is placed on the south wall. This is 
the first Krishna-Lila scenee which is seen by the devotee in the pradakshina. Krishna is 
seated on the shoulder of Trinavata (the storm-demon in human form), who looks fierce 
with a beard and whiskers and rolling eyes and is represented flying and forcibly 
kidnapping Krishna whose feet he has tightly gripped with both hands. Krishna is shown 
as boy instead of child and is represented as if he were dancing with his left hand placed 
against his beard and the right hand held up near his right ear. Krishna has curly hairs and 
wears kundalas, torque, hara, valayas and anklets and is draped in lower garment fastened 
by mekhala with jeweled loops. Trinvarata too wears same ornaments and dress. 

Demon Trinvarata carried away the child Krishna in the form of whirlwind at the 
instigation of Kamsa. The whole Gokula was 
wrapped with dust and darkness for sometime. 

The demon reached the sky but he was unable 
proceed further on account of the heaviness made 
by child Krishna. Krishna gripped his neck tightly 
and the demon become powerless and couldn’t 
throw down the wonder-child. Being unable to 
bear his weight as well as of the child, the demon 
Trinvarata fell on the ground with all his limbs 
shattered on the stone below. He took his original 
form and Mata Yashoda was astonished to see her 
child lying on the chest of the dead demon. 

5. Krishna-Lila (Bahama slays Suta Romaharshana) 

In the niche, Balarama is shown striding towards the Suta and striking him with the 
plough held in his right hand. Balarama has a canopy of Naga (serpent-hood). He is 
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potbellied, curly haired and wears kundalas, graiveyaka, hara, kaustubha-mani, upavita, 
keyuras, valayas, vanamala and anklets and is draped in lower garment fastened by 
mekhala with jeweled loops. Suta Romaharshana is bearded and potbellied and also 
wears the same ornaments. He is seated on the low stool with his flex right knee tied to 
his belly with a yogapatta and the suspended left foot resting on the ground while 
Balarama is represented as agitated. In the forest of Naimasaranya where great sages 
were performing an important sacrifice, the speaker Romaharsana Suta did not stand up 
when Balarama arrived while all the participants of the meeting- great sages, ascetics, 
barahamans and learned scholars arose from their seat and welcomed Him with great 
honour and respect. When Lord Balarama noticed that Romaharshana Suta did not 
understand the highest principle of religion, in spite of his having studied all the Vedas, 
he decided to chastise Romaharshana for being puffed off. He killed him simply by 
striking a kusa straw which was noting but a blade of grass. 



Fig. 6.50 Balrama slays Suta Romaharshana 


Fig. 6.51 Yogasana Vishnu 


6. Yogasana Vishnu 
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The main upper niche of the south shows four-armed Yogasana Vishnu seated in a lotus 
posture with the two lower hands in dhyana and carrying gada and chakra in his upper 
right and left hand respectively. In this niche Vishnu has Kurma (tortoise) marked on his 
seat indicating his identity as Kurma-Naryana. A seated ascetic on the right seems to be 
Narada. The six standing figures and one seated behind Narada are shown as Seven 
Rishis. The emaciated ascetic seems to be conversing with the figure on the extreme left. 
This is an unusual form of Kurma amid Narada and the seven Rishis to whom He gave a 
discourse on ultimate knowledge. He tells them on the occasion of the churning of the 
ocean. God wears kirti-mukuta, kundalas, torque, hara, yajnopavita, keyuras, wristlets 
and vanamala. Kurma and Matsya incarnations are generally portrayed in their natural 
form or in a composite form with a half human body as Nri-Kurma and Nri-Matsya but 
such form is not shown here in this temple. 

7. Krishna-Lila (Chanura-Vadha) 

In the niche four-armed Krishna vanquishes a powerful bearded wrestler figure who 
seems to be Chanura. Krishna holds the wrestler from his neck with his stretched upper 

left hand and caught the right leg of his opponent with 
his two lower hands and ready to strike the wrestler 
with the gada which is held in his upper right hand. 
Chanura has been floored on the ground and is poised 
precariously on his left knee and toes and trying to get 
rid of Krishna’s grip with his hands expressing agony 
and help-lessness. Krishna wears kiriti-mukuta, 
kundalas, graiveyaka, hara, upavita, keyuras, valayas, 
vanamala and anklets and lower garments while 
Chnura is draped in a scarf and shorts and wears usual 
ornaments. 

Fig. 6.52 Chanura-Vadha Chanura was a great wrestler of Mathura, who 

was orderd by Kamsa to kill Krishna and Balarama. In the wrestling arena, Chanura 
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challenged Lord Krishna and Krishna accepted the invitation to wrestle. He squared off 
with Chanura, as did Lord Balrama with Mustika. Grabbing each other’s hand and 
locking legs, the competitions strugged mightily each eager to defeat his opponent. 
Lord’s blows fell on Chanura like lighting bolts, breaking his body and causing him great 
pain and fatigue. Infuriated Chanura assaulted Lord Krishna with the speed of hawk. The 
Lord Krishna grasped Chanura’s arm and swung him around. They had a very tough 
contest in which Chanura was whirled round a hundred times until his breath was 
extended in the air. Krishna dashed him on the ground very forcefully as to smash his 
body into a hundred fragments and his hair clothes and ornaments scattered. 

8. Krishna-Lila (Kuvalayapida-vadha) 

A niche containing four-armed Krishna killing the elephant Kuvalayapida is also placed 
on the south wall. Lord Krishna stands facing in tribhanga with his head inclined. He has 
gripped and violently twisted the trunk of rutting elephant with his two hands and crushes 
the back of the elephant by pressing his left foot upon it. He holds a heavy gada in his 
uplifted upper right hand while the attribute of the 
fourth hand is not clear. The elephant seems to be 
helpless and in extreme agony. Lord Krishna is 
shown in his usual ornaments and dress. 

While in Mathura, Lord Krishna and 
Balarama heard the drums from the wrestler arena. 

When Krishna came to the arena’s main gate, he saw 
the gigantic elephant Kuvalayapida who had the 
strength of one thousand ordinary elephants 
deliberately blocking the way, at the urging of his 
keeper. Understanding the situation, Krishna said, 

“O’ driver, move aside and let us pass! If you do not, 
then I shall send both of you this very day to the abode 



Fig. 6.53 Kuvalayapida-vadha 
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of Yamaraja.” Being thus threatened, the elephant’s keeper became angry and started 
goading the elephant to attack Lord Krishna. The elephant charged at Krishna, trying to 
seize him with his trunk. Krishna deftly moved behind the elephant, however, thus 
disappearing from his view and He grabbed the powerful elephant by the tail and 
playfully dragged him, while pulling him from side to side. Then, Krishna came in front 
of the elephant and gave him a strong slap. Kuvalayapida pursued the Lord who then 
suddenly lay down, playing himself under the elephant’s legs, causing to trip and fall. 
Krishna then pounced upon the elephant and pulled out a tusk and with it He killed the 
beast along with his keeper. 33 

9. Yasu 

A niche containing four-armed bull headed Vasu carrying varada, book, lotus and water- 
vessel is placed on the south-west corner. Vasu wears usual ornaments and dress. 

B. West face- Description of the sculptural programming of western wall of sanctum is 
given below. 

(i) Lower row 

1. Nirriti 

A sculpture of four-armed nude Nirriti is placed on the 
south-west comer. He carries sword in right and sarpa 
in left hand while one right and other left hand is 
broken. He wears jata-mukuta tied with with a snake, 
sarpa kundalas, sarpa-hara, sarpopavita, sarpa-valayas, 
keyuras and mala. A reeling human figure is 
represented on the pedestal as his vahana. In Hinduism, 
Nirriti is one of the dikpala representing the south-west 
(guardian of the direction) having Lion or man vahana 
according to the Agamas. 34 While the Wikipedia 
describes Nirriti as the goddess of death and corruption 
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and Nirrta, is the name of Rudra. 

2 . Narsimha 

The western cardinal (bhadra) niche contains a twelve-armed god standing in 
pratyalidhasana ripping open the belly of Hiranyakasyapu with his two lower hands while 
all the other hands are being broken. He tramples under his right foot two asuras holding 
sword and shield while three asuras figure holding the same weapons are depicted on his 
right flank and one on the left. In Narsimha Avatar Lord Vishnu incarnates himself as a 
semi-man and semi-Lion form. The king of demons, Hiranyakasyapu meditated for Lord 
Brahma and obtained a boon that he be killed neither by a man or by beast nor in daylight 
or at night and neither inside or outside a building. Getting boon (wish) he considered 
himself the Supreme God and forbade all worship of gods by anyone. But his son was an 
ardent devotee of Vishnu. This enraged Hiranyakasyapu very much. He ordered 
numerous ways to kill Pralada including asking his sister 
Holika to sit with Pralada in the fire. But every time 
Pralada escaped unhurt. Once Hiranyakasyapu knocked 
down a pillar and asked Pralada if yours Lord is 
everywhere, show him. Pralada remembered Lord 
Vishnu, then he emerged as a half-Lion, half-man from 
the pillar and carried the Hir anyakasyapu under the arch 
of the doorways i.e. neither indoor nor outdoor and then 
the time was evening i.e. neither night nor day. He then 
killed the demon with his claws by keeping him on his 
thighs, neither on earth nor in the sky. Fig. 6.55 Narsimha 

3 . Varuna 

As Varuna is the God of the west, guardian of the direction, a niche containg four-armed 
Varuna, is placed in the west. Varuna carries pasa, nilotpala, book and kati. His mount 
crocodile is represented on the right and a devotee having a garland is shown on the left 
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of the feet of the god. Here Varuna wears kranda-mukuta, kundalas, torque, hara, 
yajnopavita, long mala, keyuras, wristlets and lower garments fasetned with jeweled 

loops and tassels and scarf. 

(ii) Upper row 

1. Vasu 

A sculpture of four armed bull headed Vasu 
carrying clock-wise hand broken, sruk, book and 
broken is placed in upper row in west side. 

2. Krishna Lila (Kaliya damana) 

Four armed Krishna subjugating Kaliya sarpa is 
shown in lower western the niche. Krishna is 
dancing with his head sharply inclined. Krishna 
carries lotus stalk in his two lower hands and he 
Fig. 6.56 Varuna has threaded the mouth of the sarpa with the lotus 

stalk held in his lower hand. The upper right hand of Lord is held over the head in the 
dance ecstasy, while the upper left hand carries a chakra. Kaliya is shown as human faced 
serpent, half man and half serpent, is in extreme agony and to looks up to Krishna in 
helpless submission with his threaded mouth and his hands are in anjali-mudra. Krishna 
wears kirtimukuta, kundalas, hara, keyuras, valayas, vanmala and anklets. Kaliya is 
shown as bearded with a canopy of serpent hoods. 



Serpent Kaliya, son of Kadru left his Ramanaka Island for the fear of Garuda and 
came to Yamuna River in Varindavan. Garuda has been cursed by a Rishi Soubhari 
dwelling at Varindavan that he could not come Varindavan without meeting his death. 
Kaliya knew about this. Therefore he sought shelter in Yamuna at Varindavan. But due to 
this poisonous naga, the water of Yamuna for four leagues all around him boiled and 
bubbled with his poison. 
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Once, Krishna and gopas (cowherd boys) were playing with ball on the bank of 
Yamuna. The ball fell into river and Krishna jumped after it. Kaliya fiercely attacked 
Krishna and wrapped himself around Krishna body. But Krishna extricated himself from 
the clutches of this serpent. He suddenly sprang into Kaliya’s hood and assumed the 
weight of whole universe and danced upon them. Kaliya had one thousand hoods, one 
hundred being the chief. Sri Krishna tramped down with his feet each one of the hoods. 
Then Kaliya began to die. But then the naga’s wives came and prayed to Krishna for their 
husband’s life. Krishna pardoned him and left him goes free to leave the river and go to 
his island and told him that Garuda will not touch you as his hoods bear the marks of his 
feet. The water of the river then turned as sweet as nectar itself. 36 

3. Krishna Lila (Krishna defeats Sala) 

In the niche two armed Krishna is shown subjugating a 
wrestler of Kamsa’s court, probably Sala. Krishna has 
raised the gada in his right hand to strike the Sala’s head, 
whose right wrist he has caught with his extended left 
hand. The wrestler defends his head against the blow of the 
gada with his appraised right hand, while he holds his left 
hand in trijani-mudra. The wrestler has a stouter physique 
but he is shown in defensive attitude. Krishna wears his 
usual ornaments and dress. 

4. Yogasana Vishnu- Narayana Fig. 6.57 Krishna defeats Sala 

This sculptured scene in the western cardinal niche is set in the Sveta-dvipa where 
Vishnu-Narayana is seated below a tree, whose leaves only can be noticed. He is in the 
padmasana with two lower hands in dhyana-mudra and holds a chakra and conch in his 
upper right and left hands respectively. He is flanked by the ekantin devotees, all looking 
equally brilliant with haloes around their heads and standing with folded hands. In the 
foreground on the left, two of the devotees are performing a sacrifice. A sage Trita, 
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emacated due to severe penance which was performed to see the Narayana, is depicted 



Fig. 6.58 Yogasana Vishnu- Narayana 

on the right. So he shown seated with his back towards Narayana. This panel takes up 
into the heart of the Pancharata, into the mytical Sveta-dvipa (island), where ekantin 
devotees have costant darsana of Narayana. 


5. Krishna Lila (Grace on Kubja) 


In this niche the scene represents the offering of scented paste by Kubja, who is depicted 
as a hunch-backed women and the mirthful acceptance of the present by Krishna and 
shown as turning aside to Balarama for approval. Both the Krishna and Balarama are 
shown two-armed. Krishna wears kirtimukuta, kundalas, torque, hara, keyuras, valayas, 
yajnopavita, vanmala and anklets. Balarama also wears the same ornaments and dress but 
mukuta is replaced by a canopy of serpent hood. Balarama is represented as holding his 
right hand in chinmudra and carrying hala in the left hand. Krishna and Balarama 
wondering in the city of Mathura before entering the palace of Kamsa, they met an old 
hunch-backed lady Kubja, who was providing scents and perfumes for Kamsa. She had a 
beautiful face but an ugly body, bent over in three ways. Though God never asks 


202 


Indological Truths 



anything from anyone but if someone offers something he returns it a hundred fold. After 
accepting the present from Kubja, Krishna put his one foot on her foot and one hand 
under the chin and stretched out her body straight as a dart. Her crooked back was gone. 
She shed tears of gratitude to Krishna for restoring her beautiful shape. 



Fig. 6.59 Grace on Kubja 

6. Krishna Lila (Krishna breaking the cart) 


Fig. 6.60 Krishna breaking the cart 


This niche contains a four-armed curly haired child Krishna overturning the cart. Krishna 
has gripped with his two lower hands the two poles of the cart which he crushes between 
his legs. The left leg is plated on the ground against the cart while the right one is planted 
on the opposite wheel. His upper right hand is held up in the kataka pose, while he carries 
some object in his upper left hand. Krishna is shown in dancing attitude as if he were 
performing the feet in a sport. He wears his usual ornaments and dress. 


As per folklore, during one of the birth ceremonies of child Krishna, Mata 
Yashoda kept fast asleep Krishna under a cart full of milk. Child Krishna started crying 
for milk after getting up, but Yashoda didn’t hear his cries. So Krishna kicked the cart 
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with his feet. The cart was upset, the milk pots were broken, the wheel and axles were 
upturned and the yoke was shattered. The milk started following into the mouth of 
Krishna. When the story of overturned cart was narrated to Mata Yashoda, she could not 

on 

believe it and no one realize the immeasurable strength of that child. 

C. North face- The sculptural programming of north wall of sanctum is shown in 
following figures. Description of main images of this wall is: 

(i) Lower row 

1. Yayu 

Four armed Vayu carrying kati, hand broken, book 
and dhavaja (flag) with staff placed on the north¬ 
west corner. His vahana with horn broken is 
represented on the left but it looks more like a bull 
than a deer. A standing devotee is depicted on the 
right. God wears kranda-mukuta, kundalas torque, 
hara, yajnopavita, keyuras, wristlets and long mala 
reaching below the knees and lower garments 
fastened by a belt with jeweled loops and tassels and 
scarf. 

2 . Hayagriva 

Fig. 6.61 Vayu The main cardinal niche of the north shows four 

armed horse-necked Hayagriva standing in sambhanga as padmasana. His lower right 
hand is in varada pose, upper right hand carries a mace (gada) while two left arms are 
mutilated. The god wears kranda-mukuta, kundalas, torque, hara, yajnopavita, keyuras, 
wristlets and vanamala reaching below the knees and is draped in a scarf and lower 
garments. He is flanked by a female attendant on the right and a male attendant on the 
left, each holding a lotus stalk. Sankhapurusha is depicted behind the female attendant 
and Chakrapurusha behind the male attendant. The halo is flanked by three-headed, four 
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armed Brahma on the left and four armed Shiva on the right. Once, Lord Brahma 
becoming tired of his creative activities wanted to rest. Because of his tiredness Lord 

Brahma yawned. All the four Vedas came out 
from his opened mouth. Two demons Madhu and 
Kaitabha had stolen the Vedas and hidden them 
under water. Lord Vishnu took his incarnation as 
Hayagriva to protect the Vedas. In this avtara his 
face resembled that of a horse and rest of his body 
resembled that of Sri Narayan with all of his four 
hands carrying the various weapon and emblems 
of Vishnu. He killed the demon and protected the 
Vedas. 40 

Another verse, Yajnavalka, the great sage, 
lost the Yajurveda as a result of his Gurus curse. 
Fig. 6.62 Hayagriva He performed severe penance. Son God, pleased by 

his penance, appeared before him as a deity with the horse head and taught him the some 
Veda in another form. This section has come to be known as Vajasaneyi Samhita. The 
origins of the Hayagriva Avatara one perhaps found here. Hayagriva is the god of 
learning akin to the goddess Sarasvati. 41 In the Sakta tradition of Hinduism, Hayagriva 
occupies a different role. Here a demon named Hayagriva first appears as son of 
Kashyapa Prajapati. Through great penance, the demon managed to obtain the boon from 
the goddess Durga that he can only be killed by another Hayagriva. This instilled a sense 
of invincibility and he started harsing the Devas. The Devas turned to Vishnu for aid, but 
despite a long struggle he was unable to kill Hayagriva. Tried and drained after the battle 
Vishnu proceeded to Vaikuntha Dham to rejuvenate and meditate in padmasana with his 
head supported by the upper end of his taut bow. The Devas once again approached 
Vishnu for help but were unable to arouse him from his meditation. Lastly, the string of 
the bow on which Vishnu was resting was cut away by a swarm of termites as asked by 
the Devas. The broken string lashed out with a great force and cut Vishnu’s head from his 
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body. The Devas were mortified and prayed the goddess Durga for guidance. As per 
instructions of Durga, Balarama attached the head of a white horse to Vishnu’s body and 
the revived Vishnu eventually he killed demon Hayagriva. 42 

3 . Kubera 


This sculpture shows four armed Kubera with all 
hands broken except the lower left holding 
mongoose purse. His vahana Ram is depicted on 
the left. The God wears kranda-mukuta, kundalas, 
torque, hara, yajnopavita, keyuras, wristlets and 
long mala reaching below the knees and is draped 
in scarf and lower garments fastened by a belt with 
jeweled loops and tassels. Kubera should have a 
Ram for his Vahana according to 

Amsumadhadagama. 43 But according to 

Rupamandana, the four armed image of Kubera 
should carry gada, purse, fruit and water vessel 
with elephant Vahana. 44 Kubera is the god of 
wealth and Lord of north in Hindu mythology. 
Kubera is the son of sage Vishrava and also elder brother of Ravana. He is said to have 
performed austerities for a thousand years, for which Brahma, the creator, gave him 
immortality and made him god of wealth, guardian of all the treasures of the earth. He is 
one of the Ashta Dikpalas representing the north. 45 

There is also another story that Kubera was stumped to see the splendour and 
beauty of Goddess Parvati. He felt sorry that he had not worshipped such a fine goddess 
for so long and one of his eyes shut itself. Goddess Parvati got angry that Kubera was 
winking at her and looking at her with evil intension. She made her eye burst. Kubera lost 
sight in one eye and was also cursed that he would always look ugly. Kubera pleaded 
with Lord Shiva to forgive him and explained that he had not seen the Goddess with evil 
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intension. Lord Shiva left the choice to his consort. Goddess forgave Kubera and left the 
eye grows back but it was smaller than other one. Kubera was rewarded by Lord Shiva 
with the post of being one of the guards of the eight directions- the north. The Goddess 
made him the lord of wealth and material; his responsibilities are to distribute them while 
creating wealth is with Goddess Lakshmi. 46 

4. Isana 

A niche representing four armed Isana carrying 
varada, trisula while other two hands are broken, is 
placed on north-east corner as guardian of the 
direction. The god of the north-east is known as Isana 
who may be playing on his vina held in lower two 
hands having the upper two hands in abhaya and 
varada poses. His vahana is bull. 47 In the temple 
Nandi is represented on the left as regardant. The god 
wears jata-mukuta, kundalas, torque, hara, 
yajnopavita, keyuras, wristlets and long mala and 
lower garments fastened by a belt with jeweled loops 
and tassels. A standing devotee is depicted on the 
right. Fig. 6.64 Isana 

5. Sarasvati 

The last lower niche of north contains four armed Sarasvati seated on a lotus in lalitasana. 
Clock-wise her hands carry broken, spiral lotus stalk, book and broken. According to 
Agnipurana (Chapter 50) Sarasvati should carry vina in her first and third hands, rosary 
in second and book in the fourth hands and her vehicle is the swan. The seated image of 
Sarasvati in Khajuraho temple carry the vina in the first and third hands and lotus in 
second hand, the fourth being in varada pose or with vina in first and fourth hands, book 
and lotus in the second and third hands. 49 Here in this temple Sarasvati perhaps carried 
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vina of which the vyala-shaped resonator 
survived. 50 The mount of the Goddess is also 
not depicted. She wears chakra-shaped 
headdress, kundalas, torque with pendant, 
wristlets, long mala and anklets. She is 
flanked by a flutist on the right and a dwarf 
dancer on the left. 


Fig. 6.65 Sarasvati 

(ii) Upper row 

1. Vasu 

A niche containing four armed bull-headed Vasu carrying varada, struk, book and water- 
vessel is placed in upper row of north face. 

2. Krishna Lila (Arishtasura-vadha) 

The niche contains the scene of two-armed Krishna killing the bull demon Arishtasura. 
Krishna violently wrenching the right horn and muzzle of the bull with his right and left 
hand respectively and is shown as dancing and crushing the bull under his right leg. He is 
depicted as curly haired boy and wears usual ornaments and dress. Smiling face and 
expression of agony can be clearly noticed in the sculpture. Arishta was a demon 
disguised as giant bull with a large hump, send by Kamsa. His appearance was as dark as 
smoke along with very sharp and piercing horns. He made the earth tremble as the tore it 
apart with his powerful hooves. The domestic animals and the cowherd community fled 
the pasture in fear. But the Krishna clapped his hands in order to challenge the 
Arishtasura. Arishtasura got charged and attacked Krishna with his pointed horns. 
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■ Krishna immediately held his horn with tight grip and 

knocked him to the ground with his feet. Krishna 
finally yanked out one of the horn of Arishtasura and 
attacked him with same horn. This attack ended the 
life of demon and Arishtasura fell down and had a 
painful death. But the people of Gokul blame Krishna 
for killing an animal which was sin according to 
Hindu mythology. 51 

Fig. 6.66 Arishtasura-vadha 

3. Krishna Lila (Yamalarjuna episode) 

This niche shows Yamalarjuna episode scene - two armed dancing Krishna uprooting the 
twin trees (Yamalarjuna) held in each hand. Human heads are shown on the tops of 
thetwo uprooted trees representing the two Yaksha brothers Nalakubera and Manigriva. 
Krishna is depicted as a young boy wearing kirtimukuta, kundalas, torque, 
kaustubhamani, hara, upavita, valayas and anklets and is draped in a lower garments 
fasted by mekhala with jeweled loops and tassels Once, the two sons of Kubera naming 
Nalakubera and Manigariva were playing with Gandharva girls in a river, in a naked 
state. Narada happened to pass that way. The celestial damsels felt ashamed at their 
nudity, and at once put on their clothes. But these twoYakas did not care to do so. Hence 
Narada gave a curse and let them became trees but favoured that they will turned to their 
original form by the touch of Sri Krishna and will not lose their memory. These sons of 
Kubera become a pair of Arjuna tree in Varindavan. After one hundred Deva years 
Krishna approached the trees Yamala and Arjuna. He placed himself between the trees 
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and uprooted them. They fell down with a terrible crash. Two Siddhas came out 



Fig. 6.67 Yamalarjuna episode 


of the trees and illuminated the place with their lustre. They praised Kubera then rose 
upward. 52 

4. Yogasana Vishnu 

This upper cardinal niche of a north represents four armed Vishnu-Narayana in his 
Matsya incarnation. Like Kurma, he sits in padmasana in dhayana mudra and holds a 
gada and chakra in his upper right and left hand while his lower hands are in dhayana and 
fish is represented on the seat. He wears kirti-mukuta, kundalas, torque, hara, wristlets 
and lower garments. Vishnu gave discourse to Vaivasat Manu and seven Rishis as 

a 

mentioned in Matsya Purana. The Parsara Samhita and Agni Purana also describe 
Matsya as Narayana. Here in the niche also, Matsya Narayana (Vishnu) is attended by 
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Vaivasvat Manu (the oldest man represented) seated with 
folded hands on the low seat to the left of the God and the 
Seven Rishis viz. Atri, Vasishta, Kasyapa, Gautama, 
Bharadvaja, Visvamitara and Jamadagni. Six of the Rishis are 
depicted standing and one is seated to the right of the Matsya. 54 

According to Hindu myths, Mastya Avtara was taken 
by Mahavishnu at the end of Satyuga, when the world was 
destroyed by a great flood. Legend has explained it that the 
king of pre-ancient Dravida called Satyavrata, later known as 
Manu, performed severe penance for thousand of years, when 
Brahma became pleased by his austerities, He granted the boon 
as desired by Manu that he will save the living beings of this 
Fig. 6.68 Yogasana Vishnu world and world itself during the time of annihilation. 55 There 
after one day as Manu was performing oblation in the Krtamala River, a small fish 
‘saphari’ came into his hand and just as he was about to throw the fish back into river, the 
tiny fish requested the king to save its life from big fish. So king placed that fish in his 
water pot. Overnight the fish became large, then Manu transferred it to clay vessel but the 
fish again expanded to the length of three hands in one night. Then the king put the fish 
in the river, but it soon outgrew the river and king then threw it in the Ganges but it 
continued expanding greatly and it has to be transferred to the ocean. But the fish 
occupied the whole ocean. The king realized that this must surly be the Supreme Lord 
Vishnu itself and then the Lord made an appearance and told the king that world came to 
an end by a huge flood in seven days and asked Satyavarata to collect herbs, seeds of all 
plants and animals, to assemble all the Seven rishis (saptarishis) and wait. He advised to 
build a huge boat and fill it up with all the flora and fauna on the each and told him that 
He would appear as a fish to propel the boat to Mount Himavan for surviving from the 
flood to the next Yuga. True to his words, after seven days, the Lord Matsya appeared 
and the king tied the boat to a horn of the fish by using the royal serpent Vasuki. The 
huge flood occurred as expected and destroyed the planet but fish took all of them to 
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Mount Himavan and kept the Manu and his wife and the sample of every species safely 
there till the flood was over. The havoc stopped after a few years and the boat was then 
towed to land. It is said that the king and his queen started a new life using the samples of 
various species. They created a new life on earth for the new era. 56 

5. Krishna Lila (Putana-Vadha) 

This upper niche represents demoness Putana’s deliverance. Krishna is represented as a 
nude standing baby sucking the left breast of Putana who is seated in lalitasana with both 
her hands raised in mortal agony by the fierce sucking. The joyous expression on the face 
of Krishna and agony and horror of Putana are clearly carved. 

According to legend, the king Kamsa send domeness Putana to kill new born 
male infants in Mathura, neighbouring towns in the move to kill the new born Lord 
Krishna. She took the form of beautiful women and smeared her breast with poison. She 
entered the house of Nanda and saw the divine child in the cradle. The cruel Putana took 
the baby on her lap and suckled it with her breasts. The Lord squeezed her breast by his 
hands. Putana sucked to the last drop of her blood and reduced to a hideous skeleton with 
sunken cheeks and belly, protruding eyeballs and all her veins and bones completely 



Fig. 6.69 Putana-Vadha Fig. 6.70 Vatsasura-Vadha 
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exposed. As before dying she assumed her original form and died. 

6. Krishna Lila (Vatsasura-Vadha) 

This niche of the north represents scene of four armed Krishna killing the calf-demon 
Vatsasura. Here Krishna is represented as a boy with curly hairs. Krishna pounces upon 
the calf demon by pressing its down with his right leg and aggressively twists the tail and 
muzzle of the calf with his lower right and left hands while his upper hands are held up in 
the kapittha pose. Lord wears his usual ornaments and garments. 

Once Krishna and Balarama were playing with other cowherd boys and tending 
the calves on the bank of river Yamuna. Demon Vatsasura assumed the form of a calf and 
got mixed among the herd with the intention to kill Krishna and Balarama. But Krishna 
identified the Asura in the form of calf. He silently approached the demon. He caught 
him by his head and struck him against a tree. The Asura died. The cowherd boys praised 
Sri Krishna. 58 

7. Vasu 

Four armed bull headed Vasu carrying Varada, invisible, book and water vessel. 

8. Kali 

The last figure which is in the upper niche of the Kapili 
contains a four armed Kali seated in lalitasana. She carries a 
khappara in the lower right hand from which she is licking 
blood, a severed head in her upper right hand, the upper left 
resting on the ground and a sword in the lower left hand. 
She is flanked by two pretas on each side. The image found 
at Kliajuraho has sword, khappara, skull and fourth hand is 
broken. She is shown with ‘flesh dried up, bones showing 
Fig 6.71 Kali through the skin, eyes sunken, abdomen contracted and hair 

standing at ends with snakes peeping out’. She seems to be Chamunda or Kali. 59 N.K. 
Bhattasali has also identified her Kali with same description. 60 
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Door Divinities of Sanctum 


Hayasirsha Pancharatra, 61 Lakshmi Tantra as well as the Agni Purana metion the worship 
of the divinities of the door among various rites to be performed by the devotee. The texts 
provide the karma of worship. The devotee is to first worship the Kshetrapala in the 
centre of the threshold, then Lakshmi in the centre of the lintel, followed by the worship 
of the two door guardians Chanda and Prachanda, and on the out side of the entrance the 
door-guardians Jaya and Vijaya. Then devotee is to worship the river goddess Ganga and 
Yamuna, visualized as youthful women, on the sakhas of the door, then the Sakha- nidhi 
and Padma-nidhi stationed near the threshold. The Agni Purana adds worship of the door 
guardians Dhata and Vidhata. 62 

The Lakshmana temple has an interesting sanctum doorway. This is the only 
temple in Khajuraho that depicts the Avatara of Vishnu on its jambs pairing Matsya, 
Varada and Vamana on the left jamb with Kurma, Narsimha and Parsurama on the right 
jambs. Lakshmi lusted by elephants occupies the centre of the lintel. She is flanked by 
dancers then vina-players on each side. Brahma sits in the extreme left niche and Shiva in 
the extreme right. Nava-grahas namely Surya, Chandra, Mangala, Budha, Brihaspati, 
Sukra, Shani, Rahu and Ketu are represented four armed and are placed on the upper 
lintel of the door above the main lintel. Below in the centre of the threshold, there is a 
niche containing the image of seated four-armed pot-bellied deity wearing karanda- 
mukuta carrying a purse in his lower right hand is identified as Kubera, though the text 
prescribes worship of Kshetrapala at this place. 63 Kubera is the Lord of wealth and 
material. He is always remembered with the goddess of fortune, Lakshmi. So it may be 
placed rightly below the image of Lakshmi instead of Kshetrapala. Flanking Kubera on 
the threshold is a seated image of Padma-nidhi and Sankha-nidhi on each side. Two 
haloed couples standing gracefully are depicted on the extreme left and right respectively 
of the threshold. 

Southern sanctum door jamb have the image of the river goddess Ganga 
and the door-guardian Chandra on the lower section and the central Sakha of the jamb in 

214 


Indological Truths 


ascending order shows the three incarnations of Vishnu; i.e. Matsya, Varaha and 
Vamana. Goddess Ganga holds a lotus stalk in one hand while the other hand rests on a 
dwarf female attendant. While on northern jambs, there is an image of river Yamuna with 
her mount tortoise and the door guardian Prachanda in the lower section. Here in the 
central Sakha, in ascending order another incarnations of Vishnu; Kurma, Narsimha and 
Pursuarama are paired respectively with the three incarnations of the southern jamb. 


Interior of the Sanctum 

The sanctum shows a majestic three-faced standing Vaikuntha image about 1.21 metre (4 
ft) in height, form of Vishnu as the main deity below a lovely sixteen-petalled lotus 
ceiling and is surrounded by large prabhavali. The central face is of human and two side 
faces though mutilated, can be recognized as that of Lion (Narsimha) on the right and a 
boar (Varaha) on the left. But the temple’s inscription quotes that the Vaikuntha image 
installed by Yasovarman had a Kapila face like the Chaturanana (four-faced) images of 
Kashmir, Chamba and other northern centres and was different from the present three¬ 
faced one in the sanctum. 64 The figure is four-armed but all hands are broken with their 
ayudhas. Twenty four forms of Lord Vishnu are represented on the Prabhavali. The fish 
and tortoise are shown flanking a miniature figure of Yogasana Vishnu representing the 
Matsya and Kurma incarnation in the top niche. Four Vedas are shown as standing in 
human form behind the Matsya. Varaha and Narsimha occur on the sides, Rama, Vamana 
and probably Parshurama on the right jamb and Balarama, Krishna and Kalki on the left 
jamb. Two seated images carrying a staff and a lotus flower are depicted above the 
representations of Varaha and Narsimha. Garuda is shown behind the Kalki on the left 
while the earth goddess (Bhudevi) carrying a lotus stalk in one hand and kati in other is 
depicted on the corresponding right side. A goddess on a tortoise under a canopy of 
snake-hoods is depicted on the pedestal as emerging after churning of the ocean. She is 
mentions that Earth Goddess to be represented below and between the two feet of 
Vasudeva. 65 
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Fig. 6.72 Sanctum Roof 


Fig. 6.73 Sanctum Door 


The halo is flanked by three-headed, four armed 
Brahma on the right and four-armed Shiva on the left. 
The halo is surmounted by a four-armed Yogasana 
Vishnu in a niche which is also repeated on the top of 
the outer frame. The outer frame shows twelve other 
forms of Vishnu. Below the outer frame occurs a 
standing figure on each side of a four-armed Vaishnava 
Prathihara carrying sankha in only surviving hand while 
other hands are mutilated. The main deity Vaikuntha 
wears kirti-mukuta (partly broken), torque, kaustubha- 
mani, hara, upavita, keyeras, double looped girdle and 
padangada leg ornament above the anklet. 



Fig. 6.74 Vaikuntha in sanctum 
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EXTERIOR OF THE TEMPLE 


The images of the temple serve as windows through which the deity is manifest to the 
world outside. These are also mirrors for us as all deities are personifications of qualities 
within us. The image on the outer wall of the temple is the one most closely related to the 
deity in the inner shrine. 

Niches on outer Adhisthana-Vedibhandha Images 

There are nine principal niches of the vedibhandha around the temple containing an 
interesting group of divinities standing form Ganesha in the south and ending on Durga- 



Fig. 6.75 Placement of divinities in the vedibandha nicnes of Lakshmana Temple 


Kshamankari in the north. Devangana Desai has identified these vedibhandha divinities 
as Navagraha. 66 Out of which seven grahas are depicted in the beautiful niches. 
Astrologers claims that grahas influence the auras and minds of beings connected to the 
earth. The energies of the garahas are getting connected in a specific way to the 
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individual auras of human at the time they take their first birth breath in a given nativity 
and remain with natives of the earth as long as their current body lives. 67 So in the Hindu 
religion and mythology, these Navagraha are supposed to have significant effect in the 
lives of individuals. Therefore a Hindu adorns these planets as deities. As per Hindu 
customs the Navagrahas are typically placed in a single square with the sun in the centre 
and other deities surrounding surya, no two of them are made to face each other. 68 In 
south India, their images are generally found in all important Saiva temples. Grahas are 
also guardian of the quarters. In the Lakshmana temple these grahas are placed in the 
vedibhandha. The details of these images are:- 

Niche I: Starting from the southern side, paradakashina-wise there is first niche which 

represents an eight armed dancing Ganesha 
(Naritya Ganpati). Ganesha, the supreme deity, is 
worshipped as a Lord of beginnings and destroyer 
of evils and obstacles (Vignesha). Ganesha is 
shown as a pot-bellied and Ekadanta (one-tusked). 
The trunk is left turned at the shoulder level. He 
carries clock-wise a shell, rosary, lotus, goad, 
serpent, hand broken, dance gesture and lower left 
hand is put on the waist as a dance gesture. He is 
standing in a quite dynamic posture. He wears a 
jeweled headdress, torque, necklace, keyuras and 
Fig. 6.76 Dancing Ganesha wristlets and is draped in a lower garments fastened 

by a belt with jeweled loops and tassels. His mount rat is not depicted. A male playing on 
dholak along with another dancing figure is carved on the right and a drummer on the left 
of the God. Two female figures are depicted in the halo on either side. 

Niche II: This niche contains two armed standing divinity Sani. All though his orginal 
both the hands are broken but preserved right hand with rosary is in the preaching mudra. 
His slightly bent left leg is placed on a thin foot rest with lotus motif. Sani is one of the 
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nine primary celestial beings in Hindu astrology. This figure is identified as the planet 
Sani by Devangana Desai. 69 He wears jata-mukuta, kundalas, torqure, hara, upavita, 
keyuras and undergarments fastened by a jeweled belt with tassels and loops. Two 
seatedfemale figures in anjali-mudra are depicted on each side of the feet of God. A 
female attendant holding khatvanga on the right and another female carry some object 
which is multilated on the left of the God. Number of the figures is carved in the frame. 



Fig. 6.77 Sani Fig. 6.78 Brihaspati. 


Niche III: This Vedibhandha niche shows the four armed standing Brihaspati. He is the 
Guru of Devas, personification of piety and religion, the chief officer of prayers and 
scarifies, represented as the Purohita of the Gods. His preserved right hand displays 
varada-cum-rosary, while the upper left hand carries a manuscript and other two arms are 
damaged. Two bearded males are depicted on the left and two standing male figure with 
folded hands and a standing female behind them are shown on the right in the halo. 
Vayalas are carved on each side of the God. At the right bottom in niche, his vahana 
hamsa with broken hand is shown and a seated child holding some manuscript is on the 
left. God wears jata-mukuta, kundalas, hara, torque, yajnopavita and under garments 
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fastened by a jeweled belt with tassels and loops. Two standing male are also depicted on 
the extreme right and left bottom. 

Niche IV: Divinity in this vedibhandha niche seems to be Soma (moon) as he wears a 

crescent moon in his jata (matted hairs). 711 He is a 
lunar deity. He is described as young, beautiful, 
fair; two armed having in his hands club and a 
lotus. 71 But here in the niche, the deity is shown as 
four armed carrying a club in upper right and lower 
right hand is in preaching mudra while lower hand 
is broken and upper left hand holds a manuscript 
but arm is mutilated. He wears jata-mukuta, 
kundalas and other usual ornaments. Here also 
Vyalas are shown on the south sides of the deity in 
the frame. Three figures are carved on each side of 
the god at extreme corners. 

Fig. 6.79 Soma 

Niche V: This niche is placed on the western face 
and contains Surya. As per Hindu customs, the 
navagraha are typically placed in a single square with 
Surya in the centre and other deities surrounding. 

Here in the Vedibadha images, the Surya is placed in 
the centre. Surya is the chief, the solar deity, one of 
Adityas, son of Kasyapa. Shaivities and Vaishnavas 
often regard Surya as an aspect of Shiva and Vishnu 
respectively. 72 As a Surya Narayana he holds chakra, 
padma, padma and shankha in his four hands. But 
here in the niche, his all hands are broken as he is 
shown as two handed. His chariot is pulled by seven 
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horses. So, two horse-faced Asvinikumaras are represented in the frame on each side of 
the deity. Above it Vyalas are also shown. A standing goddess is depicted on the pedestal 
in front of the god. Two animal faced figures are standing on each side of the god and 
behind these figures, other male attendants are standing. The holo is depicted by a figure 
that holds bow in hands and and seated on knee in ready posture on each side of the god. 
God wears karanda-mukuta and other usual ornaments. 

Niche VI: The divinity in this Vedibandha niche is Mangala. According to Gopi Nath 
Rao, the four handed images of this god should have sakti, gada and trisula with first 
hand in Varada pose and have goat vahana. 73 One has abhaya pose with rosary club, book 
(manuscript) and water vessel. 74 Here in the niche, the god has same attributes but fourth 
hand is broken. 



Fig. 6.81 Mangala Fig. 6.82 Budha 

Mangala is the god of Mars. Mars is also called Angaraka or Bhauma, son of Bhumi 
(Prithvi). He is the owner of the Aries and Scorpio signs. In the niche, lamb is 
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represented as his cognizance below the lotus pedestal, so the deity seems to represent the 
planet Mangala. 73 Number of figures is depicted in the frame. Two female attendants are 
shown on the each side of the god. God wears jata-mukuta and usual ornaments and 
dress. 

Niche VII: This niche of the north represents the planet Budha. Budha is the god of the 
planet Mercury and the son the Chandra (The moon) with Tara. In the niche He is shown 
four-armed who carries manuscript in one hand while all other hands are broken. In 
Vastu text, Budha is described with his mount sarpa. But here he is shown with an 
elephant. God wears jata-mukuta and other usual ornaments. A seated devotee occurs to 
the right of the god while two female are standing on the left. Another two figures are 
also carved to the right of the god. Vyalas are also depicted in the frame. Two standing 
images (one male and another female) are shown on each side of the god in the halo. 


Niche VIII: Divinity in this Vedibandha niche represents the Sukra standing on the 
pedestal. Sukra is the name of the son of Bhrigu and Usahana and preceptor of Daityas 
and the guru of the Asuras, identified with the planet Venus. 76 He is four-armed carrying 



Fig. 6.83 Sukra Fig. 6.84 Yogeshvari 
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lotus and manuscript in his upper right and left hand respectively. While lower right hand 
with rosary is in preaching mudra and lower left hand is mutilated. Vyalas are shown on 
each side of the god in the frame. A seated image with book listening the teaching occurs 
on pedestal on each side of the god. The frog as his cognizance is also shown. Three 
figures standing on the right of the deity and two images standing on its left are also 
depicted in the halo. 

Niche IX: This niche facing north contains an image of Yogesvari being a form of 
Ambika. The ten-handed image with Lion Vahana may be identified with Yogesvari. 77 
She carries Vrada with rosary, sword, ghata, trisula, knife, bell, shield, distinct object and 
remaining two hands (one left and one right) are broken. The goddess wears anklets, 
torque, hara, keyuras and wristlets and is draped in lower garments fastened by a belt 
with jeweled loops and tassels. Her Vahana Lions are depicted on each side of the 
goddess. Two female attendants occur behind the Lions on each side of the goddess. Halo 
is depicted by three ascetics an either side of the deity. 

So seven grahas alongwith Ganesha and Durga form the Graha-mandala around 
the temple Vedibandha. 

Deities in Small Niche 

There are twenty four miniature niches in the garaspattika row of the basement. The 
series begins with the image of Ganesha and includes Kubera, Lakshmi, Vaishnavi, Shiva 
and other divinities. 

Significant Images on the outer facades of the Jangha 

The images on the jangha are systematically arranged in two horizontal rows. The upper 
row carries the images of different forms of Vishnu (Vishnu’s vyuhantara aspect), 
surasundaries and vyalas. The lower row represents images of Shiva, surasundaries, 
nagins and mithunas. Images of Vishnu and Shiva occupy a position on the buttresses 
and surasundaries nagins (snake goddess), vyala and mithuna couples in the recesses. 
While programming placement of sculptures on the tiers of its jangha are uniformly 
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symmetrical, that is the same sequence horizontally as well as the same type are placed in 
vertical arrangement namely vyala above vyala, male icon above other male icon, 
similarly with the motif of embracing couples. 78 

Another significant feature of the sculptural programming of this temple is the 
additional third tier of figures of smaller size, probably half in proportion to other two 
tiers and is placed alternating panels of couples and groups of three figures corresponding 
to the vyala, surasundaries and male deity below. While at antarala conjoint, the mithuna 
is shown at the lower tier. Vishnu with Lakshmi in the second and third tier adorned with 
only a single figure of Brahma. 79 This is repeated on the south and north side of the 
antarala. So the sculptural programming of antarala is shown in figure 6.85. 

Images around the temple starting from South are:- 

(i) Upper Row 

1. The first niche in upper row of south represents the four-armed Vishnu carrying 
chakra, padma, sankha and gada. Such form of Vishnu with same attributes is recognized 
as Purushottama. 80 The God wears kirita-mukuta, torque, hara, upavita, armlets and 
vanmala and lower garments fastened by a belt with tassels and scarf. Flame-shaped bud 
occurs on the right of the pedestal. According to ancient iconographic text Rupamandana 
also, this is Purushottama. 

2. The next niche of the upper row contains a divine couple. The four-armed male deity 
wears jata-mukuta while the female have donnet like head-dress. He embraces his consort 
with his left hand and right hand is in kati. The goddess embraces her consort with the 
right hand and holds spiral lotus stalk in her left hand. A female playing on Vina and 
other playing flute is depicted on the right and left side respectively. A dwarf female 
attendant occurs between the Vinavandini and the god. Two Vidyadharas playing on flute 
are also depicted in the upper field. The upper row in this temple carries the images of 
Vishnu. But forms of Vishnu wear kirti-mukuta except one Kpila form. 
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Fig. 6.85 Figures on the Jangha of Lakshmana Temple 


3. Above the niche II, occurs a bearded four-armed god standing in samabhanga. He 
holds akshmala in the Varada gesture, damaru, manuscript and water vessel. He wears 
jata-mukuta, torque, yajnopavita and long mala and paduka in his feets. A male attendant 
holding stick in right hand and basket in left is depicted on the right side of the god while 
attendant on the left holds his right hand in abhaya and left hand in kati. The god is 
surrounded by emaciated and bearded ascetics wearing matted locks holding a bunch of 
sticks (samidha) in their left hands while their right hand is hold in vyakhyana mudra 
with akshmala. Krishna Deva identified the deity as Agni. 81 

4. Another niche shows the four-armed Vishnu holding gada, chakra and shankha while 
one upper right hand is broken. According to Rupamandana the image represents 
Achyuta form of Vishnu. The image of this type, the god is lying on a Seshanaga having 
gada in first hand, the second hand supports his head and the remaining two carry chakra 
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and shankha is also identified as Achyuta. 82 Here in the niche god wears kirti-mukuta, 
kaustubha-mani, vanmala and other usual ornament and dress. 

ii) Lower row 

1. This niche of south contains the image of four-armed Shiva carrying varada, trisula, 
nilotpala and fourth hand broken. He wears jata-mukuta, kundalas, torque, hara, 
yajnopavita, keyuras, wristlets, mala, anklets and lower garments fastened by a belt with 
jewelled/ornamental loops, tassels and scarf. His mount Nandi is represented on the right 
and a dwarf holding a garland on the left. 

2. The niche of Shiva is flanked on each side by a female attendant carrying scarf and 
spiral lotus stalk. 

3. An erotic couple flanked by a nude male on the right and a nude female on the left. 

4. Four-armed Shiva standing in tribhanga. He holds his lower right hand in Varada pose 
with akshmala and serpent in upper left hand while his upper right and lower left hand is 
broken. He wears jata-mukuta and other usual dress and ornaments. He is flanked by a 
male attendant on each side. The attendant on the right holds kati in his right hand and 
lotus in the left. His mount Nandi is also represented on the right of the god. 

South west corner 

Upper Row 

5. Four-armed niche at south-west comer shows an image of form of four-armed Vishnu 
carrying abhaya, shankha and gada and one hand is broke. He wears kirti-mukuta, 
kastubha-mani and other his usual ornaments and dress. Vishnu in the form of Kesava 
holds his first hand in abhaya or Varada with rosary, shankha, chakra and gada. 83 Same 
attributes of Vishnu are depicted in the niche. According to Rupamandana also, this is 
Kasava form of Vishnu. A standing dwarf is also shown on the right side of the pedestal. 
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6. Four-armed Vishnu carrying chakra, padma, shankha and kati. Such form is also 
identified as Purshottama. 84 The god wears kirti-mukuta and other usual ornaments and 
dress. A dwarf in a seated posture occurs on the lower right of the god. 

Lower Row 

5. This lower niche of corner shows four-armed Shiva carrying varada, trisula, book and 
water vessel. He wears jata-mukuta and other usual dress and ornaments. A seated dwarf 
occurs on the left. His mount Nandi as regadant on the right of the pedestal. 

6. The next niche represents four-armed Shiva carrying akshmala in varada pose, trisula, 
book and other hand is broken. Here also god wears same ornaments and dress. He is 
flanked by a standing female attendant holding scarf and chauri on the right and a 
standing male attendant on the left. Nandi is also depicted on the right of the god. 

Upper Row 

7. The niche on the north-west corner contains the four-armed Vishnu holding abhaya, 
gada, chakra and fourth one broken. The god shown with first hand in abhaya or Varada 
with rosary, carrying chakra, padma and shankha in the rest, represent Harikesha form of 
Vishnu. 85 The god wears kirti-mukuta and other usual ornament including kaustubha- 
mani and vanmala and lower garments fastened by belt with tassels and scarf. He is 
flanked by a male attendant standing on the right side carrying his right hand in kati and 
uplifting left hand in the praise of the god. A seated devotee occurs on the left side of the 
deity. 

8. Mahahava form of Vishnu is represented in this niche. He is standing in tribhanga and 
holds gada, chakra, shankha and lotus bud. Such description is given in the Silpa text 
Rupamandana. The figure wears kirti-mukuta and other usual ornaments and dress. A 
seated dwarf attendant wearing fan-shaped headdress, playing on the flute, occurs on the 
left of the god. 
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9. Four-armed Vishnu standing in tribhanga and carrying spiral lotus stalk in upper right 
hand chakra in upper left hand and gada in lower left hand while lower right hand is 
mutilated. A male attendant holding right hand in kati and lotus bud in the left hand is 
standing in exaggerated tribhanga on the right of the deity. The form of Vishnu with such 
attribute is also described in Rupamandana as Padmanabha. 

10. The upper niche in the recessed facade of antarala contains a two-armed deity 
standing in sambhanga. He carries water vessel in his left hand while his right hand is 
held is abhaya. He is bearded and wears matted locks, upavita and kanpina. A bearded 
ascentic holding water vessel and stuff is standing on the right of the deity and the 
attendant on the left is a dwarf. The main composition is flanked by a vertical row of two 
standing ascetics on each side. The ascetic in the upper row holds their hand in abhaya 
while figures of the lower row carries sacrificial spoon in their right hand but all of them 
carry a samidha (bunch of sticks) in their left hand. The halo is depicted by a pair of 
seated devotees each side. The deity seems to be Agni. 86 

11. The next niche contains a four-armed deity standing in tribhanga and carrying a gada, 
padma, shankha and chakra. He wears kirti-mukuta and other usual ornaments and dress. 
A dwarf is seated on the left of the god. Image with all the above mentioned ayudhas in 
his four hands is a form of Vishnu. 87 

12. Four-armed Vishnu standing in tribhanga and holding chakra, spiral lotus stalk, 
shankha and varada pose. The god wears kirti-mukuta and other usual dress and 
ornaments including kaustubha-mani and vanmala. A seated bearded dwarf with folded 
hands occurs to the right of the god. The image perhaps represents Hrishikesa form of 
Vishnu. 88 

13. Another upper niche contains four-armed Vishnu standing in tribhanga carrying 
abhaya, shankha, padma and kati. He wears kirti-mukuta, vanmala and other usual 
ornaments and dress. This image seems to be Anirudha form of Vishnu. 
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14. The upper niche on south-east comer contains an image of Vishnu standing in 
tribhanga and carries abhaya, gada, broken and shankha. He wears kirti-mukuta and other 
usual dress and ornaments and vanmala. A sated dwarf holding a vase in his left hand and 
right hand in abhaya is depicted on the right flank of the god. The pedestal of this figure 
is engraved with a graffito reading ‘Jakhagana’. This form of Vishnu with same attribute 
is Trivikarma. 89 

15. The previous niche is flanked on the right by a surasundaries yawning and on the left 
by an apsara carrying scarf in her right hand. 

16. Another figure on south-east comer represents four-armed standing Vishnu carrying 
shankha, padma, chakra and gada. He also wears kirti-mukuta and other usual dress and 
ornaments including kaustubha-mani and vanmala. Chakrapurusha occurs on the right of 
the god. According to Rupanmandana the image represents Padmanbha form of Vishnu. 90 
Lower Row 

7. This niche is placed on the lower row of north-west corner which contain four-armed 
Shiva holding varada, trisula, sarpa, and fourth hand is broken. He wears jata-mukuta and 
usual ornaments and dress. His mount Nandi is represented on the right of the pedestal. A 
female attendant holding scarf and chauri is depicted on the right of the god while on the 
left a male attendant whose head is broken is standing holding garland. 

8. Four-armed Shiva carrying akshamala in varada, hara, trisuhla, sarpa and fourth hand 
broken. This figure also wears jata-mukuta and other usual ornaments and dress. He is 
flanked by a headless attendant standing on left of god who holds flower in the right hand 
and staff in the left while another attendant standing on the right of the god holds his right 
hand in kati and staff in his left hand. The mount of god Nandi is also depicted as 
regardant on the right of the pedestal. 

9. Four-armed Shiva standing in tribhanga and holds varada, trisula, nilotpala and broken. 
He wears jata-mukuta and other usual ornaments and dress. A male attendant wearing 
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crown is represented on the right holding trisula in his left hand and his right hand in kati. 
Nandi is also represented on the left of pedestal. 

10. The recessed facade of the antarala shows an erotic couple flanked by a standing nude 
female attendant on the right and a nude Kshapanaka on the left. The male figure is 
depicted with a wig and plaited hairs and is as heavily jewelled as his consort. He wears 
jata-mukuta, kundalas, torque, hara, upavita, keyuras, wristlets, long mala and anklets and 
lower garments fastened by a belt with jewelled tassels and scarf. 

11. Four-armed Shiva standing in tribhanga and carrying varada, broken, sarpa and 
broken. He wears jata-mukuta and other usual ornaments. A female attendant with her 
hands in anjali mudra is standing on the left and mount of the god Nandi is represented 
on the right. 

12. Unlike other figures in the lower row which invariably show forms of Shiva, this 
niche represent a four-armed Vishnu standing in tribhanga and carrying gada and padma 
in his right hands while his both the left hands are broken. He wears kirti-mukuta and his 
usual dress and ornaments including vanamala. A flower like lotus bud is also 
represented on the left side of the pedestal. 

13. Four-armed Shiva standing in tribhanga and carrying varada, trisula, sarpa and water 
vessel. A male attendant who held his left hand in kati is depicted on the left side while 
on the right side of the pedestal seated Nandi is represented. 

14. The niche on the south east comer contains four-armed Shiva carrying varada, trisula, 
serpent with a bunch of flower stalk below the hand and water vessel. His mount Nandi is 
shown on the right looking up towards the god. God wears jata-mukuta, kundalas, torque, 
hara, yajnopavita, keyuras, wristlets and lower garments fastened by a belt with 
ornamental loops, tassels and scarf. The attendant in anjali-mudra is depicted on the left 
of the god and another standing on the right holds khatvanga in his left hand and kapala 
in his right hand. 
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15. Niche of Shiva is flanked on the left by a female attendant carrying a lotus stalk in the 
right hand and scarf in the left and a surasundari on the right holding her plaited hairs in 
the right hand and has placed her left hand between the breasts. 

16. This niche which faces the south represents four-armed Shiva carrying varada, trisula 
and sarpa and water vessel. He wears jata-mukuta and other usual dress and ornaments. A 
male with folded hands is seated on the right of the god while Nandi is represented as 
regardant on the left with a standing female attendant behind. 


Images on the Roof Pediment (Superstructure Niches) 

The temple’s front facade is adorned by a sculpture of two-armed Surya carrying two 
lotuses. He wears kirti-mukuta and other usual ornaments and dress. According to 
Visvakarmasilpa, Surya should have one wheeled chariot drawn by seven horses. He 
should carry lotuses (kamal) in both his hands wear armour with a shield at his bosom 
and he should be decorated with ornaments. 91 Rupamandana also describes the 
characteristics ayudhas in two hands of Surya should be kamal. So the image of the 
temple can be easily identified as Surya. Danda and Pingala stand on the flanks and Usha 
in front of the feet of the god. The inscription of the temple also gives importance to 
Surya as it ends with the mantara ‘Namo Savitre.’ Surya is also placed in back facade 
niche. A female attendant holding a spiral lotus stalk in the right hand and a scarf in the 
left hand is standing in the left panel. 

The southern niche of mukhmandapa represents a composite image of standing 
four-armed Hari-Hara carrying trisula in the upper right hand and chakra in the upper left 
hand. Trisula here is the characteristic ayudha of Shiva and chakra that of Vishnu. 
According to Sanskrit authority, Hari-Hara should be Shiva in the right half and Vishnu 
in the left. Of his hands one should be in the abhaya mudra, two must hold shankha and 
the chakra respectively and the fourth should be in the kati pose. But the image of Hari- 
Hara at Khajuraho has four arms, one in varada mudra holding the trisula, chakra and 
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shankha in the rest. 92 Female attendant carrying spiral lotus and scarf are depicted in 
flanking register. 

The roof pediment of mandapa facing south shows a four-armed standing deity 
carrying akshmala in varada pose, sruk, and book and water vessel. He wears jata- 
mukuta, kundalas, book, torque, hara, upavita, long mala and lower garments fastened by 
a belt with jewelled tassels and scarf. As Mount Ram is also depicted in the niche, the 
deity is identified as Agni instead of Brahma as mentioned by Krishna Deva. 93 Acording 
to authority 94 Agni may be represented like Brahma carrying mala and Saktyayudha. The 
god with Ram Vahana can only be Agni even though his ayudhas are similar to those of 
Brahma. 95 Devangna Desai has also mentioned him as Agni. 96 This is flanked on each 
side by two minor recessed register, each representing a female attendant surmounted by 
a couple in one case and by a group of three figures in the other. 

Human couples and female figures take place of divinities in the rathikas of the 
mahamandapa and the sanctum. In the pediment above the southern transept of the 
mahamandapa, one of the intermediate register contains a Nandisvara instead of female 
figure. Just below the pyramidal roof of the maha-mandapa occurs an erotic scene which 
is also repeated in a niche of both faces. At the same level, above the central Agni panel 
between the eastern and western transept occur a sculpture of four-armed Vishnu riding 
on Garuda on the south face carrying varada, gada, chakra and shankha. There is couple 
standing in tribhanga on the sanctum face below the sukansika. 

The pediment over the western transept of the sanctum shows a semi divine 
couple in the central panel and human couples in the end panel, intervened by registers 
containing surasundaries. 

The roof pediment over the northern transept of the sanctum represents two 
bearded ascetics in the central panel while the usual themes are depicted in the side 
panels. The pediment of the mahamandapa western transept shows the usual couples with 
male figure being bearded. Above the central panel of the main north face between the 
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two transepts, occurs a niche containing seated Surya holding lotuses in both hands. He 
wears kirti-mukuta and other usual ornaments. Above the niche below the sukansika, 
there occurs a semi divine standing couples. 

The pediment above the northern mandapa contains a four-armed standing 
Brahma carrying varada, manuscript, manuscript and water vessel. He wears jata-mukuta 
and other usual ornaments and dress. He is flanked by a female attendant on the right and 
a male attendant on the left. A seated devotee occurs in front of the god and halo is 
depicted by a standing deity on each side. 

The niche in the pediment over the northern mukhmandapa represents a 
composite image of a four-armed Ardhanarivasara standing in tribhanga. He carries 
varada, trisula, mirror and water vessel. The male half wears jata-mukuta and female half 
a tiara and usual ornament. The Pauranic myth, that the god Shiva took such a form to 
satify his extreme desire for his consort Sati. 97 This composite image is paired on the 
south by another composite i.e. Hari-Hara. The principal niche of the antarala roof, 
sukanaska facing east represents a four-armed image of Vishnu standing gracefully in 
tribhanga. He carries abhaya, gada, chakra and his lower left hand is broken. Such form 
of Vishnu is of Trivikrama or Upendra." But this image is high up in the shikhara. 

So the over all iconographic forms in the roof pediments are Surya in front (east) 
and back (west), Hari-Hara and Brahma on the south and Ardhanarisvara and Brahma on 
the northern flank., while human couples in the rathika which possibly represents Purusha 
and Prakriti or Manu and consort, the pair who help in the creation of the universe. 99 
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ICONOGRAPHY OF THE SUBSIDIARY SHRINES 


South-Eastern Shrine 

(i) West Face 

1. The kapili niche represents an image of four-armed Parvati seated in lalitasana on the 
lotus seat. She carries varada, trisula, nilotpala and water-vessel. She wears kundalas, 
torque, hara, keyuras, wristlets and anklets and lower garments fastened by a belt with 
jewelled tassels. Her mount lion is represented on the left of the seat and a seated 
devotee occurs on right. The halo is flanked by a four-armed seated goddess carrying 
abhaya, nilotpala and water-vessel on each side. 

2. A rectangular niche above contains three seated archaryas including one with a long 
beard. They are attended by a standing disciple on each side listening preaches. 

3. Two-armed Indra carrying a staff and vajra facing north is standing in tribhanga. He 
wears karanda-mukuta and other usual ornaments and dress. His mount elephant is 
depicted on the right. 

4. Another niche contains the four-armed Varuna standing in tribhanga carrying 
chinmudra, book, lotus with stalk and fourth hand broken. He wears karanda-mukuta 
and usual garment and ornaments with long mala. The crocodile mount is also shown 
on the right. 

5. Vyala is placed in the recess. 

6. A Surasundari or apsara is shown standing and applying sindoor with her uplifted 
right hand. 

7. The main niche of this face represents eight-armed Narasimha tearing the belly of 
Hiranyakasipu and kicking an asura swordman with his right foot. A kneeing devotee 
with folded hands, probably Prahlada is shown on the right of feet of the god. 

8. A rectangular niche above shows a four-armed Vishnu carrying first hand broken, 
gada, chakra and sankha seated in pralambapadasana. The god is canopied by the 
cosmic serpent Sesha. He wears kiriti-mukuta and other usual ornaments, vanamala 
and dress. His mount Garuda is represented on the right and a male-chauri-bearer is 
depicted on the left. This form of Vishnu is Trivikarma, according to Agni Purana. 
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9. Vyala in the recess. 

10. Apsara standing in three-quarter back-view and plucking throne. 

11. Vyala in the recess 

12. Four-armed nude Nirriti dikpala standing in tribhanga and carrying sword, book, 
sarpa and fourth hand broken. He is flanked by a standing male attendant on its right 
who holds his right hand in kati and carries crooked staff in the left hand. A reclining 
human figure representing his vahana is shown on the left. 

(ii) South Face 

13. Four-armed standing Yama carrying skull-cup, damaru, khatvanga and fourth hand 
broken. He is shown in ferocious looks with upraised curls, protruding eyes and 
gaping mouth with side tusks. He wears kundalas, torque, hara, upavita, keyuras, 
wristlets and long mala and lower garments fastened by a belt with jewelled loops and 
tassels. A standing male attendant wearing tiara carrying a staff-like object in his right 
hand and left hand held in kati, is depicted on the left of Yama while the mount 
buffalo is shown on the right. 

14. Vyala in the recess. 

15. An apsara standing in a pose and touching her right breast with her left hand. 

16. Vyala in recess. 

17. The main southern niche of the bhadra shows a four-armed Varaha standing in 
pratyalidhasana under the canopy of lotus leaf and carries the Bhu-devi on his upper 
left arm. His left leg rests on a lotus stalk below which the seated naga couple 
probably Sesha and his consort in anjali-mudra are depicted. The god wears his usual 
ornaments and dress. 

18. A rectangular niche above shows a reclining mother and child probably representing 
the Devaki and child Krishna. A female attendant is messaging her feet while 
numbers of attendants are standing behind. 

19. In the lower niche on the vedibandha four-armed seated Saraswati carrying varada, a 
bunch of flowers, book and water-vessel is represented. 

20. Vyala in the recess. 
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21. An Apsara playing with a ball is shown. 

22. Vyala is placed in the recess. 

23. A niche containing four-armed deity standing in tribhanga is placed on the southeast 
comer. He carries abhaya, bunch of rosaries, book and kati and wears jata-mukuta 
and other usual ornaments and dress. He is flanked by a standing male attendant on 
his right. Being the sculpture is represented on the southeast comer and some 
attributes associated with Agni, he may be recognized as Dikpala Agni. 

(iii) East Face 

24. Four armed deity standing in tribhanga and carrying abhaya, nilopala, smk-like 
object and kamandalu. He wears karanda-mukuta, torque, hara, yajnopavita, keyuras, 
wristlets and long mala and draped in lower garments fastened by a belt with jewelled 
loops and tassels. A headless crocodile is depicted on the right of the deity and a 
chauri-bearer female is standing behind. 

25. Vyala is in recess. 

26. A surasundari carrying a spiral lotus stalk and scarf is standing. 

27. Vyala in the recess. 

28. The main eastern niche of the bhadra contains a three-headed and eight-armed god 
carrying varada, rosary, trisula and lotus flower in the right hands and lotus flower, 
sarpa, sankha and kamandalu in the left hands. He wears kirti-mukuta on the principal 
head and other usual ornaments and dress. He also wears kavacha and high boots 
which is the characteristic of Surya. He is flanked by a male figure carrying kati and 
long spear on the left and another bearded figure on the right who holds manuscript 
and pen. A headless seated female figure with her right hand in abhaya occurs 
between the feet of the god. This image seems to be composite figure 100 of Surya, 
Vishnu, Shiva and Brahma as it has the attributes and ayudhas of all the mentioned 
deities. 

29. In the rectangular niche above, there is an image of seated Kubera carrying wine-cup 
in right hand and the left hand held in tarjani. He is bearded and potbellied. A female 
attendant on his right is pouring wine and female on its left is fanning. 
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30. In the lower niche of the vedibanda, a four-armed goddess seated in lalitasana is 
depicted. She carries abhaya, nilotpala, nilotpala and kamandalu. 

31. Vyala in the recess. 

32. A celestial beauty is represented as disrobing. 

33. Vyala in the recess. 

34. Four-armed kubera standing in tribhanga and carrying kati, gada, mangoose purse 
and vijapuraka. He wears karanda-mukuta and other usual ornaments and dress. His 
mount Ram with muzzle broken is also depicted on the left of the deity. 

35. Two-armed Isana carrying chin-mudra and trisula is standing in tribhanga. He wears 
jata-mukuta and other usual ornaments and dress. Nandi is represented on his right. 

36. In the kapili niche a divine couple is represented. Two armed god carries his right 
hand kati and embraces his consort with the left while the goddess carries a spiral 
lotus stalk in left hand and embraces her lord with her right hand. The god wears 
karanda-mukuta and other usual ornaments and dress. A female attendant holding 
purse is standing on the right and a male attendant carrying abhaya and gada is 
depicted on the left. A flying vidyadhara carrying garland is shown on the each side 
of the halo. 

37. In the rectangular niche above occurs a scene of s seated master architect drawing a 
design on a board and surrounded by an admiring crowd of pupils, holding hammers 
and chisels. 

Interior 

1. The door lintel of this subsidiary shrine contains an image of four-armed Vishnu 
carrying abhaya, gada, chakra and shankha. He is seated on flying Garuda. He wears 
kirti-mukuta and other usual ornaments with kaustubha-mani and dress. An image of 
three-headed with central head bearded Brahma carrying varada, sruk, book and 
kamandalu in his four hands is depicted on the right and while on the left flank occurs 
a seated four-armed Shiva carry varada, trisula, sarpa and kamandalu. He wears jata- 
mukuta and other usual ornaments. His mount goose is shown on the seat and mount 
of Shiva Nandi is also depicted alongwith the Shiva. 

237 


Indological Truths 



2. The door lintel also shows a frieze of Navagraha. 

3. The doorway of the sanctum shows dancing ganas, vyala and apsaras. 

4. At the base of lintel there occur the river goddesses Ganga and Yamuna carrying lotus 
stalk in one hand and another hand on the flanking female attendant. 

5. Door-pratihara carrying lotus flower and crooked stalk is also shown on each side of 
door way. 

6. Above each pratihara occurs a Naga in anjalimudra represented in the 
zooanthropomorphic form. 

7. The doors hill is also carved with freize of dancers and musicians. 

South-Western Shrine 

(i) South Face 

1. In the kapili niche of the south shows an eight-armed Ganesha carrying in the 
uppermost pair of hands a serpent stretched as a canopy. The remaining right hands 
carry parasu, kataka-hasta and kapitha-hasta, while the remaining left hands hold 
lotus flower, sweets and scarf. He wears a jewelled head-dress, torque, upavita, 
wristlets and a lower garment. He is taking the sweets with his trunk twisted to his 
left. His mount mouse is shown as standing on its hind legs and playing with the hem 
of Ganesha’s scarf. 

2. Four-armed deity carrying abhaya, full-blown lotus flower, flower and kamandalu. 
He wears jata-mukuta and other usual ornaments and dress. 

3. Four-armed bearded Agni varying akshamala in varada pose, sruk, book and fourth 
hand broken. He wears jata-mukuta and other usual ornaments and dress. A bearded 
male devotee is standing with folded hands on the right while on the left a female 
attendant is standing. 

4. Vyala in the recess. 

5. A celestial beauty standing carrying antimony rod. 
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6. Vyala in the recess. 

7. The southern niche of the bhadra contains four-armed Hari-Hara. All the hands are 
broken except the upper left carrying chakra. Nandi is depicted as regardant on the 
right while Garuda is shown on the left. The god wears mukuta having attributes of 
jata-mukuta on the right and kititi-mukuta of the left. So it represents the both Shiva 
and Vishnu. 

8. In the niche below on the vedibandha occurs a four-armed dancing Ganesha carrying 
broken tusk and axe in his upper hands. This is a crude and wornout image. 

9. Vyala in the recess. 

10. An apsara is standing carrying a bird in her left hand which is held against her breast. 

11. Vyala in the recess. 

12. Four-armed standing bearded Yama. His preserved lower left hand is held in kati 
while the attributes of other three hands are mutilated. He has a ferocious look having 
raised curls tied with a snake. He wears kundalas and other usual ornaments and 
dress. A female attendant stranding carrying a lotus stalk and scarf is depicted on the 
left while his mount Buffalo is on the right of Yama. 

(ii) West Face 

13. Four-armed nude Nirriti carrying sword, lotus flower, broken and munda now 
mutilated. He wears a sarpa-hara and his nara-vahana is also depicted. 

14. Vyala in the recess. 

15. A surasundari standing holding lotus stalk and scarf. 

16. Vyala in the recess. 

17. The western niche of the bhadra represents two-armed Surya carrying lotus flowers in 
both hands, standing in sama-bhanga. He is flanked by Danda carrying kati and a long 
scarf and bearded Pangala holding stylus and manuscript on its right and left side 
respectively. Bhu-devi is seated in padmasana in front of the feet of the god. The god 
wears kiriti-mukuta, kundalas, torque, hara, yajnopavita, wristlets, long mala, kavacha 
and high boots. 
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18. In the niche below on the vedibandha, a seated two-armed god carrying abhaya and 
kamandalu is depicted. 

19. Vyala in the recess. 

20. An apsara carrying a child in her lap and another child by her right side is depicted. 

21. Vyala in the recess. 

22. Four-armed Indra with all his hands broken is standing in tribahanga. He wears 
karanda-mukuta and other usual ornaments and dress. His mount elephant is depicted 
on its right. 

(in) North Face 

23. Four-armed Agni standing in tribhanga. He holds akshamala in varada pose in his 
only survived hand. An agni-kunda is shown flamed behind the god. He wears jata- 
mukuta and other usual ornaments and dress. His mount is represented as goat. On the 
left of the god occurs a female chauri-bearer surmounted by another agni-kunda. 

24. Vyala in the recess. 

25. The main niche of the bhadra of this face contains four-armed Varaha standing in 
pratyalidhasana under a lotus leaf canopy. God holds kati, gada, chakra and sankha in 
his four hands. His left foot rests on a lotus supported by a naga couple with folded 
hands probably the Sesha and his consort. Bhu-devi is depicted on the upper left arm 
of the god. The god wears usual ornaments and dress. 

26. A niche below contains a two-armed seated deity carrying abhaya and nilotpala. 

27. Vyala in the recess. 

28. A surasundari carrying lotus stalk and scarf. 

29. Vyala in the recess. 
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30. Four-armed Kubera carrying wine-cup, a spiral lotus stalk. Lotus flowers and a purse. 


31. Four-armed standing Isana, the dikpala carrying fruit, hand broken, damaru and a 
long trident. He wears jata-mukuta, long mala and other usual ornaments and dress. 

32. The northern niche of the kapili shows the image of a goddess standing in 
samabhanga. She holds varada, sruk, book and fourth hand broken. She wears jata- 
mukuta and other usual ornaments and dress. A bird is depicted on her right and a 
lion on the left with a leaping stag behind the lion. She is flanked by a female 
attendand on each side. This goddess represents the syncretic form of Brahamani and 
Uma. 101 

33. In the rectangular niche above occurs two seated deities each carrying fruit in the left 
and right hand held in abhaya. 

North-western Shrine 

South Face 

1. The kapili niche of south face shows a four-armed standing deity carrying varada, 
nilopala, book and kamandalu. He wears jata-mukuta and other usual ornaments and 
dress. 

2. In the rectangular niche above occurs a male dancer flanked on each side by a male 
drummer. 

3. Vyala in the recess. 

4. Two-armed standing Indra image carrying vajra in the left hand. He wears kiriti- 
mukuta and other usual ornaments and dress. Half portion of his mount depicted is 
broken now. 

5. Four-armed Agni carrying abhaya, sruk, book and kamandalu standing in tribhanga. 
He wears jata-mukuta and other usual ornaments and dress. Flaming Agni-kunda is 
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represented behind the sruk and book. His mount Ram in human figure with folded 
hands is depicted on his left and a seated male attendant on the right. 

6. Vyala in the recess. 

7. An apsara carrying lotus stalk and scarf. 

8. Vyala in the recess. 

9. The main southern niche contains a four-armed standing Ganesha carrying varada, 
nilopala, broken tusk and parsu. He is potbellied and wears a flat, jewelled crown and 
other usual ornaments and dress. A seated male dwarf with folded hands occurs on 
the right. 

10. The rectangular niche above shows two-armed potbellied Kubera seated in 
pralambapadasana. He holds wine-cup and long purse. He is surrounded by two 
attendants on each side. A female attendant pouring the wine into the cup from the 
wine jar in her right hand is depicted on the right of the deity. 

11. In the niche below in the vedibandha, a two-armed deity wearing jata-mukuta and 
other usual ornaments is represented. He holds his right hand in abhaya pose while 
his left hand is broken and shown seated in lalitasana. 

12. Vyala in the recess. 

13. An apsara looking into a mirror but her face is broken now. 

14. Vyala in the recess. 

15. Four-armed deity now completely defaced but from his mount buffalo depicted, can 
be identified as Yama. 

West Face 

16. Four-armed nude curled Nirriti with ferocious look carrying sword, gada, sarpa and 
nar-munda. His nara-vahana is also depicted. 
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17. Vyala in the recess. 


18. A standing surasundari carrying a lotus stalk in her right hand. 

19. Vyala in the recess. 

20. The main western niche contains three-headed and four-armed image of Karttikeya 
carrying fruit, sakti, book and kamandalu. He wears sikhandaka type of head-dress, 
torque, hara, upavita, keyuras, wristlets and long mala and lower garments fastened 
by a belt with jewelled tassels and scarf. His mount peacock pecking at the fruit held 
by the god is depicted on the right and a seated female devotee with folded hands on 
the left. 

21. In the rectangular niche above there is a scene of a teacher seated on a cushion, 
attended by two male students on the right and two female and one male student on 
the left. 

22. In the niche below on the vedibandha occurs a standing two-armed holding his right 
hand in kati and a bunch of flowers in left hand. 

23. Vyala in the recess. 

24. A standing apsara carrying scarf and spiral lorus stalk. 

25. Four-armed Varuna standing in tribhanga. He holds kati, full-blown lotus flower, 
book and pasa in his hands. He wears jata-mukuta and other usual ornaments and 
dress. His mount crocodile is depicted on the left. 

North Face 

27. Four-armed Vayu carrying ketu, book, flower bud and kati. He wears jata-mukuta and 
other usual ornaments and dress. His mount stag is represented on the right. 

28. Vyala in the recess. 

29. A surasundari carrying spiral lotus stalk in her right hand is standing. 
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30. Vyala in the recess. 


31. The northern niche of the bhadra represents standing four-armed Shiva as 
Ardhanarisvara carrying akshamala in varada, trisula, mirror and kamandalu. The 
image wears jata-mukuta and other usual ornaments and dress. Mount Nandi is shown 
below the male-half and the lion below the female-half. A gana holding kati and 
khatvanga flanks the male-half and a female attendant flanks the female-half. 

32. Above the niche there occurs a scene of music and dance while the niche below on 
the vedibanda shows a two-armed deity seated in lalitasana carrying abhaya and 
kamandalu. The god wears jata-mukuta and other usual ornaments and dress. 

33. Vyala in the recess. 

34. Four-armed standing Kubera carrying mongoose-shaped purse, book, nilotpala and 
kati. He wears karanda-mukuta and other usual ornaments and dress. The ram mount 
is depicted on the right of the god. 

35. Two-armed standing Isana carrying abhaya and kamandalu. He wears jata-mukuta 
and other usual ornaments and dress. A lotus bud-shaped flame is represented on the 
left. 

36. The northern niche of the kapili shows a four-armed standing god carrying varada, 
nilopala, book and kamandalu. He wears jata-mukuta and other usual ornaments and 
dress. He is flanked by a male attendant holding kati and a bend sword on the right 
side. 

37. In a niche above occurs a male dancer flanked on each side by a male drummer. 

Interior 

1. The door lintel shows an image of four-armed Vishnu carrying varada, gada, chakra 
and shnakha and seated on Garuda. He wears kirti-mukuta and other usual ornaments 
and dress. Three-headed Brahma seated in lalitasana on hamsa carrying abhaya, sruk, 
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book and kamandalu is depicted on the right end of lintel. The seven mothers flanked 
by Virabhadra on the right and Ganesha on the left are also represented. 

2. At the base of the doorway occurs two-armed Ganga and Yamuna carrying a lotus 
stalk in one of the hands and both are flanked by the female attendant. 

3. Door-pratiharas are also depicted carrying a garland and gada on the each side of 
doorway. 

4. The doorsill also shows udadhi-kumaras holding a water jar on each side. 

5. Vyala at the end of doorsill. 

North-eastern Shrine 

East Face 

1. The niche of the kapili contains figure of two-armed god carrying danda in the right 
hand, while the left hand is held in kati. Lotus bud is represented on the either side. 

2. In the niche below on the vedibandha, a seated two-armed god carrying abhaya and 

kamandalu is depicted. 

39. Vyala in the recess. 

40. An apsara carrying a child in her lap and another child by her right side is depicted. 

41. Vyala in the recess. 

42. Four-armed Indra with all his hands broken is standing in tribahanga. He wears 
karanda-mukuta and other usual ornaments and dress. His mount elephant is depicted 
on its right. 

North-eastern Shrine 

Interior 

1. Two-armed Ganga on the right and two-armed Yamuna on the left of the doorway. 

2. Door-pratihara holding gada occurs on the doorjamb on each side. 
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Surasundaries / Apsaras 

Sanskrit Literature- drama, prose and poetry show that among the nine rasas, Sringara 
Rasa is prominent. The poets and dramatists have largely concentrated on this Rasa and 
they have created a marvellous literature which stands unique and unexcelled in the 
whole range of human aesthetic expressions. The aesthetic theories which were 
prescribed for poetry were also equally applicable to sculpture. For the purpose of 
aesthetic enjoyment, poet composes the poetry and the sculptor carves its moods and 
feelings in the form of sculpture. Dhananjaya in the 10 th century A.D. counted twenty 
graces of women in the prime of youth including such inherent qualities as shobha 
(beauty), kanti (loveliness), dipti (radiance) and madhurya (sweetness) and such 
dispositions as Lila (sportiveness), vilasa (delight), vicchitti (tastefulness), vibhrama 
(confusion), lalita (lofting) and vihrta (bashfulness). 102 These are the qualities which poets 
and dramatists have been portraying in their works and sculptors have been carving on 
the walls of the temples. 101 Such literary description can be noted in the female sculpture 
of Devanganas of Khajuraho as handsome maidens in Lila, vilasa, lalita and vihrata 
dispositions in extremely graceful postures are carved. 

Ideals of famine beauty in myriad forms and features are depicted in the temple. 
These beauties are shown with splendor waist, heavy hips and voluptuous breasts on the 
inner and outer walls, pillars and ceilings either in the round or in high or medium relief. 
They are depicted in various postures such as disrobing, yawning, touching the breasts, 
squeezing water from wet hair, playing on flute, removing a thorn from the foot, applying 
collyrium to eyes etc. They are richly adorned with jewellery. Their hair, dress and facial 
features reflect their romantic nature and animator grace. As attendants of devotees they 
are represented with folded hands or holding mirrors or carrying water jar and lotus 
flowers as offering to the deity. So of the temple has included a huge the architecture 
number of female figures in their sculptural strategy 

Kstramava of Visvakarma (KV) suggests that devanganas should be depicted in 
dance acts and postures. It classified their in 32 types mainly on the basis of their acts and 
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postures, form always remaining the same. No of damsels mentioned in KV are depicted 

here in the Lakshmana temple. 

APSARA / SURASUNDARIES ON THE EXTERIOR FACADE OF TEMPLE 

1. A devangana standing in tribhanga and looking into a mirror which is held in her left 
hand and she is arranging the ends of the curls with her right hand uplifted round the 
head. This figure is recognized as Vidhicita in KV. 104 This sculpture occurs on south¬ 
east and south-west facade of the temple 

2. Apsara standing in exaggerated tribhanga with her face in profile. She is standing 
with her back bent like a bow and represent as yawning. She clasped her hands 
behind the head. Such figures are placed on south-east, south-west and north-west 
facade but figure in the north-west is not as exaggerated as on the other mentioned 
places. 

3. An apsara standing in three-quarter back view with her face in profile and writing a 
letter. KV describes such type as chanderlakha. 10 ' 1 While such figure is shown as 
standing facing in tribhanga 

4. A figure of a women pulling out a thorn from her right foot. A dwarf attendant 
supports her foot in this task. She balances the weight of her body on the left leg 

5. A devangana standing in three-quarter back view her head profile. She holds a scarf 
in the left hand with the left elbow pushed up to bring into prominence her left breast 
which she supports with the right hand 

6. A celestial beauty standing in three-quarter back view, rinsing water with both hands 
from her wet plaits of hair. A goose is picleeg up the falling pearl-like drops 

7. An apsara standing in tribhanga, represented as disrobing. She wears a chakra-shaped 
dhammila on her head 
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8. A nymph standing almost facing with her right leg placed across the left with bust 
and head in profile and lifting up a child in her lap. 

9. A surasundaries standing in this fourth back view and her head is uplifted in profile. 
She is painting something on the wall with her uplifted right hand. A dwarf male 
attendant standing in front carrying a jar of paint in her left while his right hand is 
raised up in admiration 

10. An apsara standing in tribhanga back view playing on flute. Her head is turned in 
profile showing her elaborate hair style and movement of her fingers on the flute is 
beautifully carved. This image occur on the north-east facade 

11. Another apsara figure standing facing with her left leg placed across the right, 
showing the contours of broad hips. She is holding mekhala in both her hands as a 
preliminary to disrobing 




Fig. 6.86 Apsara with mirror 


Fig. 6.87 Apsaras in standing poses 
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Fig. 6.88 Apasara painting her feet 


Fig. 6.89 Apsara Applying Collyrium 




Fig. 6. 90 


Fig. 6. 91 



Fig. 6. 92 
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In figures 6.90 Apsara standing in the back view showing the contours of broad 
hips, 6.91 pulling out a thorn from her right foot, 6.92 devangana standing in tribhanga 
and looking into a mirror which is held in her left hand and she is arranging the ends of 
the curls with her right hand uplifted round the head, 6.93 mother with child, 6.94 left hand 
tuoching with her head and 6.95 holding a scarf in the left hand. 


APSARA / SURASUNDARIES ON THE INTERIOR OF TEMPLE 

There are numerous surasundaries or apsaras sculptures is the Lakshmana temple, 
excuted either in round or in high or medium relief on the jangha and in the minor niche 
or the facades and on the pillars or ceiling bracket or the recesses between pilaster in the 
interior. The surasundaries are invariably represented as beautiful and youthful nymphs, 
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attired in the choicest gems and garareuts and full of winsome grace charam. Inside its 
sanctum walls, surasundaries with complex postures are placed on either side of the 
devakostha with tight spherical breasts. The apasaras occurs in the inner ambulatory on 
the minor projections of both the rows as the following type detail. There are numerous 
surasundaries or apsaras sculptures is the Lakshmana temple, excuted either in round or 
in high or medium relief on the jangha and in the minor niche or the facades and on the 
pillars or ceiling bracket or the recesses between pilaster in the interior. The 
surasundaries are invariably represented as beautiful and youthful nymphs, attired in the 
choicest gems and garareuts and full of winsome grace charam. Inside its sanctum walls, 
surasundaries with complex postures are placed on either side of the devakostha with 
tight spherical breasts. The apasaras occurs in the inner ambulatory on the minor 
projections of both the rows as the following type detail. 

South face 

1. Surasundaries/apasaras standing facing with the left leg placed across the right. She is 
holding a mirror in the left hand while the right hand is carried behind the head. 

2. Surasundaries standing in tribhanga. Suggesting supporting hems of her 
undergarments with the left hand and holding a bunch of mangoes in her uplifted 
right hand. A monkey is pulling down her undergarments, with his eyes intent as the 
mangoes. 

3. Surasundaries standing in the quarter back view mixing point with figures in a shell¬ 
like container. 

4. Surasundaries standing in elegant tribhanga with her left hand touching her right 
breast and right hand lifted up armed the head. 

West face 

5. Surasundaries/apasaras standing facing touching her left breast with the right hand 
and left hand held around the head. 
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6. Here is a sculpture of a sunsundaries standing in tribhanga in three-quarter view. 
Her head, hands and left leg is mutilated. She has raised her right foot obviously 
to remove a thorn from it. But her hands are completed mutilated. 

7. Surasundaries standing in tribhanga with the head turned in profile. She is yawing 
with both hands closed behind the head. 

8. Surasundaries is representing standing carrying a scarf in her hand. 

9. Apasaras holding a lotus in her hand is depicted small panel. 

North face 

10. Surasundaries standing in tribhanga, wearing chakra shaped dhammila and 
holding a scarf in the suspended left hand. The bird is now completely mutilated. 

11. Surasundaries standing in tribhanga with her head looking up and held is profile. 
She is yawing. 

12. A surasundaries standing in tribhanga whose face is now mutilated. She is holding 
a letter in her left hand and her right hand is depicted on the right breast with 
sensitively disposed fingers. 

Southern transept of Sanctum 

13. Surasundaries standing and looking into a mirror the fall bloom of this celestial 
beauty couples her to see the reflections of her face in the mirror. 

14. Surasundaries standing in tribhanga, touching her left breast with her right hand 
while her left hand is carved up behind her head. 

15. Surasundaries looking admiringly in to a mirror which is in her left hand and she 
is standing in profile and also holds an ear ornament between the thums and index 
finger of her upraised right hand. 


252 


Indological Truths 



Western transept of Sanctum 


16. Apsaras standing in tribhanga and touching her breast in the same way as shown 
on southern transept. 

17. A standing surasundaries carrying a pen in his uplifted right hand and a book in 
the left hand. 

18. A standing apsara seem to be removing a thorn finger her right foot, as her right 
foot and right hand with which she is removing the thorn is mutilated now. 

19. Surasundaries standing in tribhanga having a bunch of mangoes in her uplifted 
right and a monkey now mutilated is pulling down her lower garments in such a 
way that it was worn. The motif is repeated again as shown in such face. 

Northern transept of Sanctum 

20. Apsara standing on her left leg with her bust and face in profile. Her right foot is 
supported by a male dwarf, while puts on a payal. 

21. A standing apsara facing with head in profile carrying a Vina in the left hand and 
arranging her ear ornament with her right hand. 

22. A standing apsara seems to be looking into a mirror while the mirror in the left 
hand is broken now. 

Southern transept a Mahamanclapa Sanctum 

23. A standing surasundaries carrying a manuscript in her right hand while her left 
hand is held in a posture. 

Northern transept a Mahamanclapa Sanctum 

24. Apsara standing in tribhanga carrying a lotus in her left hand and shown its petals 
with her right hand. 
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Moreover the celestial beauty standing on lotus leaves represented in pairs in the 
interspaced between the pilasters. The surasundaries in this temple are more 
proportionate and better preserved and generally show breasts projecting in a sharper 
relief. 

Mithunas or Erotic Couples 

Mithuna is philosophically explained as representing the Shiva-Shakti principle i.e. 
cosmic union of Purasa and Prakata. 106 The initiating women plays part of Shakti while, 
the male initiate assumed that of Shiva and both attain together to a realization of 
immanence within themselves of the consubstantiality of the Goddesss and the God. 107 
The realization of the presence of the Divine Being in everything and of everything in the 
Divine Being was the perquisite of the conception of a visual form of the Supreme Being. 
Invisible God is within all the forms and space. An extraordinary human approach to a 
divine ideal- a human ecstasy in a process of transformation to a divine sublimity is ably 
conveyed in abounding mass of lovely figures. 108 The sculptors of Khajuraho temples 
have carved on stone a saga of human emotion and created a fantasy depicting a 




Fig. 6.96 Mithuna Couple 


Fig. 6.97 Maithunarata 
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Fig. 6.98 Erotic 


Fig. 6.99 Animal Passion 


ceaseless trial of the worldly soul and spiral quest for eternal peace and salvation. “When 
goals are left behind and mortals appear art become simpler, freer gain in spontaneity 
what it loses in hieratic calm.” The important aspects of their depiction are, firstly that 
they were isolated representation on bas-relief and never formated an integral part of an 

ornamental scheme in architecture, 
secondary, that they were deemed to be 
auspicious religious symbols and there 
was little artistic effect in view, the 
carver was solely guided by religious 
fervour more than by an ascetic urge 
and finally they belong markrs to 
graceful couple mithunas while other 
classes of mithunas i.e. Asakta or 
Amorous couples, Maithunarata or 
couples in copulation and Bharasta or 
couples in perverted sexual acts are depicted to reasonable extent. 109 
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On the middle band of southern wall of the platform of the Lakshmana temple, 
there is a panel of couple in the Dhenuka or the bovine attitude, the next is an example of 
cunnilinctus and shows a male standing with both of his hands raised up in pleasure and 
has a wine jar slung on one arm and a female sitting cross legged on the ground for the 
act of fellatio. In the third is a standing couple. The bearded male is kissing the female 
who wishes to hold his genital. The next panel shows the male on the bed, the female is 
lying on her back with her head on the leg side of the bed while man facing the head side 
of the bed is standing near hr chest with one foot on either side held tight in the arms of 
the female who has raised her legs to go up on the back of the male who bends low and 
forward making an attempt to lift the women a little upward. An amused attendant stands 
on the head side. 

Another panel contains three men in a wine making session. Two of them are 
crushing grapes in an hour-shaped drum with long thrashers and third man sitting on the 
ground does the same with a smaller drum. The middle band also has a number of 
nargkanyas i.e. female images with crown of serpents. There are also lies on his back on 
a bed his stretched legs are held up by the women who stand with her feet planted at his 
pelvis. The women bends low to copulate in this unusual posture. An attendant standing 
behind the head of the lying male massages his hair. Out of two attendant watching this 
scene, one covers his eyes by his palms while the other laughing heartily. In one panel 
women is shown in an acrobatic posture. She stands on her head and is supported by the 
male opposite directions. Another such panel shows that a woman gratifies the two men. 
The next scene has a man holding a woman up on her hands and he is attempting coitus, 
while the woman tries to support herself on his shoulders, she clasps his neck and kisses 
her. There is also scene of man making with a mare. A woman standing behind the mare 
is covering her eyes in disbelief, while the male is in front of the mare holds his gentile in 
his hand. This is the mixos capita zoophilia. 

A woman reclining on a bed with stretched legs and she pulls a man by holding 
his hair and compels him to cunnilinctus is shown in scene on the western wall. A lower 
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panel shows three men, two of which force a woman each to surrender. The third man is 
busy in love-play with a woman and another worried woman is shown awaited for her 
turn. There occur dancers and singer to the right of this scene and two women talking to 
the left. A sculpture of flying Kamdeva shooting from his bow the arms full of passion is 
also depicted on this wall. Almost the same scenes are carved in different panels around 
the temple. So freezes out side the temple and inner sanctum contain orgiastic scenes and 
display naked lust, with the spiritually of sex missing. Dwarf size figures of male and 
female busy in licking the trickles from genitals are also shown on walls of temple. A 
panel of shows that female is standing on her hands and feet like a quadruped and male is 
approaching from behind, falls upon her waist and enjoys her as a bull. 

SCULPTURES DEPICTING SOCIAL LIFE AND SOCIETY 

The social condition and life of the people during the Chandella period is depicted on this 
temple through sculptures and friezes. Secular scene in relief depicting the royal hunt, the 
king at court, marching armies, dance processions, dance class, teacher and disciples, 
sculptors at work, traders with camels and many others. These are generally themes 
which are shown in relief panels on the jagati of the Lakshmana temple and on the 
narathara row on the plinth of the temple. 

Subject of every day life have been adroitly dealt with in the frieze around the 
temple. One scene shows the sculptures going about their task, chiseling an elephant. 
This is shown on north-east platform. Another sculpture shows the frieze of elephants on 
the south platform of the temple which shows the use of elephant in combat, their 
contours and movements are also beautifully carved one elephant is trying to trip another 
directly ahead of it. One more sculpture shows the battle scene on the the north platform 
of the temple depicting the use of elephants in combat. Elephants formed an important 
component of medieval Indian armies and were specially trained for warfare. Figure on 
the panel on the south-facing platform shows the frieze of camels. Camels were also used 
in army and mostly used as beasts of burden. 
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A war band is also shown in some panels; armed men are going ahead of an 
elephant and after then arms the royal elephant. The elephant is guarded by a man on 
horse back. This is depicted in a panel on the north facing ardh-mandapa. In another 
scene on platform, two horses are depicted on each end of the panel with then riders on 
the backs each facing the other. Three men armed with sword, shield and lance are 
standing in front of the horsemen. Then there is on elephant on each side facing the one 
standing opposite to the former. After the elephants are shown five armed guards on each 
side holding lances, gada, sword and shields. In the centre two kings are shown seated on 
cushions. They are consulting each other and are wearing kirita-mukuta. A huge elephant 
stands with the front legs high above in the air and the hind ones slightly kneeling. The 
Mahawat seems to be holding his seat with great difficulty. In front there is a horse with 
rider. Both are in a defiant attitude. At the back on the horse two men are engaged in 
dealing blows on one another with long staffs in their lands. A horseman and an elephant 
with its rider are at their backs. This scene is shown on right front base of the temple. On 
the same facade five foot-soldiers are shown engaged in fighting. Two soldiers have kept 
their right and left legs respectively on the back of a dead soldier and one are striking at 
the left shoulder of the other with a broad sword. There are also another couple of 
soldiers fighting in the same way. One soldier with his foot placed on the skull is looking 
towards the fighting ones. 




Fig. 6.101 Royal Hunter 


Fig. 6.102 Dancing Scene 
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Fig. 6.103 Amusement 


Fig. 6.104 Marching army 




Fig. 6.105 Soldier going for battle 


Fig. 6.106 Ministerial Discussion 



Fig. 6.107 Elephant Combat 


Fig. 6.108 The Battle Scene 
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Fig. 6.111 Musical Party 


Fig. 6.112 Going for Battle 




Fig. 6.113 Army on Horses 


Fig. 6.114 Amusement scene 


260 


Indological Truths 











Judgement scenes 


A singular judgement scene found at the back of an adjacent temple behind the 
Lakshmana temple shows a breaded man is seated on a cushion with a pen in hand. This 

man seems to be a judge as there are two 
female attendants standing behind him 
with one holding chhattra. On the 
opposite side of these female stands two 
walls as well. In front of the judge, a 
man tied with rope to his waist is 
standing. He holds the rope his one hand 
and seemed hand is in a pose 
Fig. 6.115 Judgement scene which seems to be explaining and justifying 

his conduct. Behind the captive stands another man holding the prisoner by the elder. 

School scene 

In this scene a teacher or Guru is shown seated on the floor with pencil in his right hand 
and holds a big board with the left hand. A small boy standing behind the board is also 
supporting it and is peeping from the behind it to see what the Guru is writing. In all there 
are eight boys four small and two very small boys scattered in disorder around the teacher 
peeping to see what has writer on the board. Out of which two boys sitting behind the 
teachers seems to be gossiping and one standing in front of him seems to be curious to be 
what they are doing behind. This panel can be noticed on the small temple on the right 
front of the Lakshmana temple. In other scene the teacher is seated on a cushion. One 
sitting in trent is writing on the Bhoja-patra with pencil and another pupil is sitting at the 
balta holding a pen in the right hand and inkpot in left. The teacher is explaining some 
them with his uplifted right hand. Two attendants are standing behind the disciples. 

A niche shows three seated teachers, one of there is beard is holding discussion 
and is attended by a standing disciple on each side. This is shown on west face of south- 
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eastern shrine of Lakshmana temple. In one scene, a master-architect is shown seating 
and drawing a design on a board and he is watched by an admiring crowd of pupils 
holding hammers and chisels. The deistic life is also depicted in the small frieze. In a 
scene a mother is lying down with her baby resting her head on her palm. She is 
preparing to suckle the baby who is looking fondly at her. A man in a panel is pulling her 
wife holding her plaint in his right. The woman seems to resisting and a person is looking 
sadly at this quarrel between the husband and wife. It is shown in small frieze of the 
south balcony. In another scene a mother sitting on a cushion with child plying beside her 
while another such scene depicts a mother holding one of her twin children in her arms 
and helping the other in climbing up to her waist. 

The Lakshmana temple name after the name of tore runner of Chandellas, the 
king Lakshmanaverman whose genealogical name is Yashoverman, is the one of the 
finest specimens of sandstone architecture. The temple was built in 24 years between 930 
to 954 A.D. This is the best preserved temple at Khajuraho with an original jagati and its 
four subsidiary shrines intact. The temple has all rules of the classical scriptures strictly 
adhered to by the architects and sculptors. It is important to note a curios aspect of this 
temple that there are no mithuns on the doorframes of the sanctum. Its door jams is 
decorated with dancing figures instead of traditional erotic detail. The shikhara of the 
temple is similar to the spire of the Brahma temple, which is in peedhadyola style of 
Orissa temples. 

The roofs of its entrance porch, mandapa and mahamandapa each show a simple 
pyramidal superstructure of a straight contour crowed by a prominent bell-member. Its 
basement moulding show a bold elephant frieze and jangha is decorated with two bands 
of graceful sculptures which are noted for their expression, reminiscent of the Gupta 
tradition and every inch of space bears the mark of the sculptor’s artistic flight of fantasy. 
In front of the Lakshmana temple there are two open pavilions or mandapas. The one 
furthest to the south is the Varaha mandapa with huge image of standing Varaha. The 
entire body of the divine creature is carved in low relief along with the figures of more 


262 


Indological Truths 



than 600 gods and goddess of Hindu pantheon. Besides the Varaha mandapa is a 
reconstructed Devi mandapa in which image of Brahmani is placed originally. It was 
probably depicted to Garuda. 
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Kandariya Mahadeva Temple 


Kandariya Mahadeva Temple is the largest temple in western group of temples of 
Khajuraho and is dedicated to the Lord Shiva, the ascetic who dwells in a mountain cave 
(Kandara). So its name consists of words Kandara and Mahadeva, another name of lord 
Shiva. The main spire or Shikhara rises to 30.5 m to depict Mount Meru, the holy 
mountain of Shiva and is surrounded by 84 miniature spires. 1 This cluster around the 
central peak creates the effect of a mountain range. There is a marble Shiva-linga in the 
inner sanctum. Approximate location of the temple is 24.853017' N, 79.919632' E (WGS 
84 map datum) and sits just to Lakshmana temple and about 250 m to the west of 
Visvanatha Temple. The appearance of the temple is deceptive as it seems to be carved 
out of a solid piece of stone. 

Kandariya Mahadeva temple was built during the reign of Vidyadhara between 
c.1025 and 1050 A.D. Epigraph on the mandapa pilaster of Kandariya Mahadeva temple, 
mentioning a king called Virimda who may plausibly be identified with King Vidyadhara 
and it appears to be another pet name of Vidyadhara, confirms this fact. The King had 
built this temple after his victory over the Mahmud of Ghazni. The temple is a good 
evidence of beautiful vastu art and praised as the pinnacle of the tradition of medieval 
Indian temple building.” According to S.K. Saraswati, “the Kandariya Mahadeva temple 
was last to be constructed, since it marked the culmination of Khajuraho style of 
architecture.” It was originally a temple likely the Lakshmana, with four subsidiary 
sanctuaries. The temple platform is not rectangular but follows the outline of the 
building. Beautiful sculptures have been carved on pillars, brackets, lintels and the 
regularly disposed niche which make the temple an impressive. From outside as well as 
from inside Devangana sculptures in variety of standardized graceful postures wearing 
different ornaments are carved in the temple. All the classes of mithuanas have also been 
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depicted. The scenes with several participants are masterpieces of composition. 



Fig. 7.1 Elevation of Kandariya Mahadeva Temple from Southern side 


ARCHITECTURE 


Kandariya Mahadeva Temple is artistically and architecturally the most perfect and finest 
temple in India. It measures about 30.5 m each in length and height and 20 m in width. 
The temple architecture includes analysis of temple plan, elevation, the ceiling 
architecture; material used and sculpture contents of the temple. This temple comprises 
all essential elements of nagara style of architecture which is mostly found in temples of 
north India. It consists of mukhmandapa (entrance porch), followed by a mandapa 
(assembly hall), mahamandapa (dance hall), antarala (vestibule) and garbha-gariha 
(sanctum sanctorum) enclosed by an ambulatory with transepts on the sides and on the 
rear and on elevation. This temple can be graded as the grandest and loftiest of temple 
cluster at Kliajuraho, not merely as its colossal height and length, but also on account of 
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Fig. 7.2 General view of Kandariya Mahadeva Temple from south-eastern side 

the rhythmic crescendo of architectural perfected by the doyens of yore. The temple is 
built on a high Jagati (platform) approached by a fleet of steps. Its total height is 116.5 
feet above the ground and 88 feet above its own floor. Kandariya Mahadeva temple is 
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not an ordinary temple mechanically built on vastusastras dictums but one which the 
architect-priest has creatively produced to symbolize cosmic order on earth, 
corresponding to its well-planned architectural structure, based on centuries of experience 
in temple building in accordance with vastusastra tradition. 4 The imposing flight of steps 
lead into the entrance of the temple which is decorated with makara-torana with looped 
arches. The mukhmandapa of the temple has the usual vedikas (Blind balustrades) and 
asanapattakas (seat-slabs) with kaksananas (sloping seat-backs) which along with the 
vatayanas (oriel-window) of the mahamandapa and pradaksina-patha opening on 
exterior-impart the temple a distinctive impression, not met with in any other sectarian 
architecture. 5 

ELEVATION OF THE TEMPLE 

The main divisions of its elevation are: 

Jagati (Platform) 

Jagati the term used to refer a raised platform or terrace upon which temple is placed. 
Kandariya Mahadeva temple is built on a fairly 3 m high jagati which has two free¬ 
standing sardula statues, each supporting with a man at each corner. The very high base 
i.e. pitha of the temple makes the elevation of the temple impressive. The foundation 
course (dhara-sila) is of granite surmounted by a plain course (khara-sila) of standstone. 
The moulding above these courses consists of bhitta decorated with lotus petals, jaya- 
kumbha and projecting pattika with tamala-patras. The original facade of the jagati seems 
to have survived only a bit towards south-eastern comer. 6 This is the only temple of 
Khajuraho where the platform shows projections on the lateral sides and the rear. 
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Fig 7.3 Jagati of Kandariya Mahadeva temple 

Adhishthana (Basement Story) 


The temple stands on a high adhishthana erected on a dhara-sila of granite surmounted by 
two plain courses (Khara-sila) of standstone. The mouldings of adhishthana are bhitta 
above these comprise of ornate course, decorated with stenciled scrolls and lotus petals, 

n 

chippika, karnika and projecting pattika with circular rosettes . There is pitha moulding 
above the bhitta which compress jaya-kumbha, karnika, grasa-pattika with a frieze below 
the circular rosettes, kalasa, the antatapati is decorated with processional frieze 
representing asva (horses), gaja (elephants), warriors, hunters, dancers and devotees, 
acrobats and musicians and miscellaneous scenes. The Kapotapali is decorated with 
thakarikas. The surmounting mouldings of the vedibandha consists khura, kumbha with a 
madhya- bandha, kalasa and vasanta-pattika having a design of stenciled scrolls. The nine 
principle niches, addorsed to the adhisthana start immediately above kapotapali. The nine 
principle niches contain images of the Saptamatrikas (seven mothers) between Ganesha 

270 


Indological Truths 





















and Virabhandhra. 



Fig. 7.4 Adhishthana of Kandariya Mahadeva temple 

Jangha (Wall) 


The jangha is the central portion of the temple wall which has three rows of sculptures of 
equal size demarcated by two series of mouldings. The lower one contains a projecting 
graza-pattika with a frieze of circular rosettes below. The upper one consists of a 
projecting pattika decorated with stenciled scrolls with a frill of triangular design below. 
The first series of mouldings is repeated above the third rows of sculptures. This jangha 
of the temple is decorated with three bands of sculpture, containing the figures of the 
Gods and goddesses, apsaras or surasundaries and mithunas and erotic scenes on 
projections. The darker recesses of the wall are inhabited by protective creatures (vayala) 
mythical beings fighting the forces of evil. The varandika mouldings comprises of series 
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of separate kapotas, the jangha from shikhara. The roof starts from the kapota. 

Shikhara (Spire) 

Literally shikhara mean head, it stands for the principal spire or tower over the sanctum. 
Above the Varandika rise the roof and all the compartments of temple have their own 
roofs, each higher than the other and each with a cluster of peaks around the central 
nucleus, i.e. inherently each moving towards the main shikhara, so as to make a single 
unitary superstructure (figure 7.5). The composition is perfectly homogeneous and 
rhythmic, without there being the least obstruction of plan to the rise of elevation or vice- 
versa. As a whole, it gives the impression of the Mountain and the Cavern, i.e. Meru 
embodying the emblem of god Shiva and fully justifies its name Kandariya Mahadeva 
temple. 8 

The roof over the mukhamandapa is of a domical pyramidal type of pidha. The 
row of sculptured niches (rathikas) is surmounted by a pediment (simhakarna) and is 
flanked on each side by a model pyramidal rooflet (tilaka). The pediment is also flanked 
by a pair of tilakas on each side. The crowing member of the roof occur a kutaghanta 
comprising two pidhas, chandrika, amalaka, kalasa and vijayapuraka. The roof over the 
mandapa is also pyramidal one with little bigger than mukhamandapa, having all above 
mentioned features. In the same way the roof over the maha-mandapa is also a domical 
pyramid built with tilakas. The Pancharatha plan of the maha-mandapa is reflected in the 
tilakas and two four rooflets forming the horizontal row on the roof. There are four other 
horizontal rows of tilakas rising above in a pyramidal form. These are symmetrically 
arranged in vertical as well as horizontal rows and have a marked diagonal progression 
converging to the crown of the mahamandapa. The roof the antarala above the varandika 
mouldings designed on the north and south faces a vertical row of four framed niches, the 
top one crowned by a large Phamsa-kuta, behind these rise three rows of framed niches 
leading to the gable of Sukanasa, marked by pediments. The Sukanasa 
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Fig. 7.5 Shikhara of Kandariya Mahadeva Temple 


is crowed by a majestic lion figure. The highest roof rises over the garbhagariha 
(Sanctum) and culminates in the tallest shikhara to which are clustered four urah-sringas 
on each side, besides numerous anga-shikhara including karna-sringras and nashtha- 
sringras constituting minor main peaks of smaller sizes. The first or top urah-sringa, the 
stem of the mulamanjari is of chaturanga or sapta-ratha variety comprising ratha, 
nandika, pratiratha and karna. The main shikhara is of twelve bhumis indicated by eleven 
bhumi-amalakas of semi circular section. Each bhumi-amalaka is surmounted by a 
kapota. The remaining urah-srigaras are also trianga or pancha-ratha in design. There are 
a couple of half urah-sringas attached respectively to the sides of the first and the third 
urah-sringas. The base of the second urah-sringa is flanked on each side by two tilakas 
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placed one above the other and that of fourth urah-sringa is flanked on each side by single 
tilaka. So all the sringas flanking to the main ratha and it gives a rhythmical effect to the 
shikhara. The shikhara is covered with a mesh of chaitya arch filled with sculptures. 
View of the shikhara of the temple show magnificent imaginative power and technical 
skill pinnacle upon pinnacle, crowned with Vishnu’s lotus emblem and are piled round 
the central tower of the shrine to give the impression of the holy mountain upholding the 
highest heavens . 9 

PLAN OF THE TEMPLE 



Fig. 7.6 Plan of Kandariya Mahadeva Temple 

Kandariya Mahadeva temple is very magnificent and mature in plan. It has perfected 
design and dimension. Kandariya temple structure consist of five compartments- the 
mukhmandapa, mandapa, mahamandapa, antrala and garbha-gariha built linearly on the 
east-west axis. Figure given below is floor plan which depicts of all above mentioned 
features. The temple is entered through mukhmandapa, the mandapa is the main assembly 
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hall, the mahamandapa is the ambulatory passage to the shrine, antarala is the vestibule or 
passage from the out side to the inner portion to the temple and garabha-gariha or cella is 
the room where Shiva-Linga is placed. This is a sandhara style temple. 

Makara -torana 


The temple is entered through imposing flight of steps with the last two steps represented 
as moonstones decorated with the design of a sankha each side. The porch door is 
decorated with a makara-torana with five looped arches (pancapattra-torana). The 



Fig. 7.7 Makara-torana of Kandariya Mahadeva Temple 


upper edges of the loops are decorated with kirttimukha and a running frieze of dancer 
and musicians, while within the loops there are images of vidhyadhara couples. The outer 
face shows on the flanks of the makaras niches containing two figures of Shiva-Parvati 
and the inner face shows a figure of Lakshmi-Narayana on the right and of Brahma- 
Brahmani on the left. The makara-torana of the porch with its foliated form of strut is so 
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finely chiseled that it looks more like carved ivory than stone. 



Fig. 7.8 Chandersila of mukhmandapa, Kandariya Mahadeva Temple 


Mukhmandapa 

Mukhmandapa is the entrance porch of temple. It has four bhadraka pillars. Their shaft, 
decorated on the upper one third with stenciled scrolls and pot-art foliage, carrying a 
square capital which supports kumara brackets. The pillars also carry a smaller bracket in 
each corner. The brackets support a beam which is about 45.72 cm. huge, is surmounted 
by a cornice with three offsets decorated with gogarkas triangular frills and lotus petals. 
Above the cornice there is square ceiling of nabhichchanda order composed of five 
cusped flowers of three tiers of kolas each. The central cusped flower is deeper than the 
remaining. There is flat rectangular ceiling supported on the western pillars of the 
mukhmandapa and eastern pillars of mandapa. It is decorated with three lotuses fringed 
by stenciled scrolls. 
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Mandapa 



Fig. 7.9 Ceiling of Mandapa, Kandariya Mahadeva Temple 


Mandapa is a transitional shape between mukhmandapa and mahamandapa. Mandapa of 
this temple has eight pillars and four pilasters which are all similar in design to those of 
the mukhmandapa. A pair of inner pillars has an abacus carved with a divine couple 
above the kumara bracket. The comice has broad offset on the eastern and western sides, 
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decorated with lotuses in relief on the soffit. The cornice also reduces in length and 
converts it from a rectangle to square. The square is than turned into a circle by cutting 
the corners and filling than up with kirttimukhas and scrolls. The ceiling shows a circular 
design of eight cusped flowers each of two tiers of kota courses. The ceiling has a large 
void, whose diameter is 45.72 ft. in the centre representing the speed-pod of a flower 
design. This is the only temple which has another makara-torana also at the entrance of 
mahamandapa; it is also of the same design as the outer makara-torana with the 
difference that the two lower loops are filled with the figure of warrior riding a vyala. 

Mahamandapa 

Mahamandapa is the ambulatory passage of the temple. It is connected with the sanctum 
through vestibule. The inner hall (sala) is not a simple rectangular in size. The variation 
from a simple rectangular plan, which is peculiar to this temple reflects the outer plan and 
provides additional thickness for wall of mahamandapa at corners. The four central 
pillars of the mahamandapa are of the bhadraka type resting on a heavy base i.e. 
kumbhika with the usual mouldings. The upper section of the shaft carries capital of the 
usual design surmounted by eight other kumara-brackets, the corner ones being smaller in 
size. The bellies of the upper kumara are pierced with sockets for the reception of apsaras 
and vyala struts. Only two apsaras-struts are survived, one each on south-western and 
north-eastern corner pillars. 10 The upper brackets carry a beam, decorated with stencilled 
scrolls, grasa-pattika and a frieze of gandharvas and Vidhyadhara couples carrying 
garlands and playing on musical instruments. The beam is surmounted by a comice on 
the usual design which supports a square ceiling which is converted into a circle by 
cuting the comers. The ceiling is the nabhicahchanda order, comprises five concentric 
circular flowers with a central bud, the speed pod. The kirtimukhas in the corners are 
pierced by sockets for salabhanjika-struts of which three are survived. 

The entrance from the hall to the transept has two pairs of pilasters of bhadraka 
variety with the usual type of base, decorated shaft, capital and kumara-brackets. The 
interspace between the pilasters has two apsaras, standing on the lotus leaves. 
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The balconied opening has two pillars and pilasters, with the upper half above the 
asanapatta and the lower below the asanapatta. The beam on the brackets is decorated 
with stenciled scrolls, grasspattika and triangular frills and surmounted by comice which 
supports a plain and flat ceiling. 

Antarala (Vestibule) 



A transitional space between the mahamandapa 
and the grabhagarha is called antarala. The pillars 
of antarala have shafts of octagonal, sixteen sided 
and circular sections placed on a heavy octagonal 
base with the usual mouldings. These pillars have 
same type of shaft, brackets and mouldings as the 
pillars of the mahamandappa, with the only 
difference that these are circular. The pilasters of 
the antarala, flanking the garbhagarha doorway, 
resemble those of the transepts of the 
mahamandapa but have an uchchalaka section 
and their base rests on a pair of diggajas. Its shaft 
shows a Saiva davarapalakas and female chauri- 
bearer. The kumara-brackets of the uchchalaka 
section carry a beam and comice of usual design. The cornice supports a ceiling 
decorated with three lotuses in relief enclosed in square compartments. 


Fig. 7.10 Antarala Pillar 


Garbha-gariha 

This is the innermost chamber of the temple where 4 ft in circumference Shiva-linga is 
placed. It is also called sanctum sanctorum or cella. The floor of temple rises by one step 
in each compartment that’s why Shiva-linga is on a much higher level than the floor of 
the garbhagariha itself. 
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Doorway of the Garbha-gariha 


Four stepped moonstones, each flanked by conch-shells, lead the ordinate doorway of the 
grabhagariha. The lalata-bimba of lintel shows a four armed seated Nandivahana Shiva, 
flanked by Brahma on the right and Vishnu on the left side respectively. It also shows 
attendant divinities in niches and recesses. The doorway has nine sakhas. The first and 
seventh sakha is carved with the usual stenciled scrolls, the second and sixth with 
dancing apasaras, the third and fifth with vyalas and fourth one which is a stambha-sakha 
with a circular capital depicts mithunas. The eighth and ninth sakhas creating the beveled 
surround of the doorway are decorated with lotus 
petals, scrolls with naga figures. The niches below 
the stambha-sakhas have carved images of seated 
Shiva-Parvati and niches below the naga figures 
show groups of musicians and dancers. The 
Goddesses Ganga and Yamuna are depicted on the 
right and left jambs of the doorway respectively. 

The doorsill has a niche in the central projection 
which carries the figure of the Goddess Saraswati 
holding abhaya, book, spiral lotus stalk and 
kamandalu. The recessed frieze on both sides of the 
central projection depicts the six water-divinities, 
each seated on a kari-makara and having a vase in 
the hands. 



Fig. 7.11 Doorway of the Garbha-gariha 


Interior of the Garbha-gariha 

The garbhagariha of the temple is a square cella of 10 ft. wide and an oblong entrance 
with ceilings supported on pilasters. There are two paired pilasters on the west and a pair 
of pilasters on the east side of cella, while its entrance has two pairs of pilaster. All the 
pilasters are of bhadraka type having usual base, decorated shaft, capital and kumara 
brackets. The brackets carry a beam of three offsets decorated with stenciled 
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scrolls, grasa-pattika and a frill of triangles. The beam is supported on two plain corbels 
and kumara-brackets and carries a comice of the usual height and design. The ceiling of 

the cella is made of two intersecting squares. The 
soffit of this ceiling is decorated with lotus flower 
in relief and its corner with kirttimukhas and 
scrolls. The plain inner walls have a shelf on the 
north side and niche on the south side. A marble 
Shiva-Linga resting on a sandstone pithika is 
enshrined in the middle of the sanctum. The 
pithika is 1.06 m high and has the mouldings of 
jaya-kumbha, kalasa and pittika with recesses in 
between. There is a pradaksina-patha, 
circumambulatory passage, carried around the 
sanctum with vatayanas (oriel-window) opening 
on all three sides. Originally there were two Fig 
7.12 Interior of the Grabha-gariha opening in pardaksina and light was proved to be 

insufficient so additional ones were created. 

Exterior of the Grabha-gariha 

The garbhagariha is sapta-ratha on plan as well as in elevation; rests on high adhisthana 
with the mouldings of pitha and vedibandha. The pitha moulding consists of jaya- 
kumbha, kamika, grassa-pattika and antarapatta carrying a processional frieze of 
elephants, horses, men, miscellaneous scenes including erotic scenes and kapotapali. The 
top of kapotapali marks the plinth level above which rise the mouldings of the 
vedibandha comprising khura, anarapatta decorated with kunjaraksha design and 
kapotapali. The vedibandha is surmounted by the jangha. The jangha or walls of the 
sanctum are covered with three rows of sculptures representing an animated array of gods 
and goddesses, devanganas or surasundaries and mithunas on the projections. These rows 
are separated by a Madhya-bandha of grassa-pattika. The uppermost row of sculptures is 
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also surmounted by a grassa-pattika and three kapotas. The uppermost kapota supports 
the flat ceiling. The darker recesses of the wall surface are inhabited by protective 
creatures, Vyala, mythical being fighting the forces of evil and Nagins folding their hands 
in prayer and blessings posture. In the antarala section of the jangha, the amourous 
groups are placed on all the three tiers accompanied by devangana figures in singles on 
either side in regular scheme one above the other. Similarly are incorporated Vyala 
figures at the both ends of the three rows. For the first time, nagins, devangana with 
snakehoods figures in the innermost recess was introduced in Vishvanth Temple and 
same sculptural scheme followed in Kandariya Mahadev Temple, from where the 
sequence of sculptures proceeds with on the either side Vyala, devangana, male deity and 
devangana. The grouping of three figures, devanganas on each side of the male deity is 
unmistakable and repeated systematically in all the three tiers. 

ART 

Sculpture art in India has leading place in the history of world art. Indian sculpture was 
mostly meant for temple ornamentation in the ancient and medieval period. The artist in 
India had attained a high degree of excellence at a very early period and specimens 
produced by him are truly marvelous. A revelation of unseen and an intensity of feeling 
can be found in them. Art is the visual expression of impression and feeling. It is the 
result of some experience which the artist feels and tries to communicate to the spectator. 
The success of an artist depends on his realization of the beauty and his ability to 
communicate it. Sculpture art is generally known as the art of static revealing one mood 
and posture only but in case of Khajuraho, it is different. Kliajuraho sculpture and figures 
are dynamic and they appear to be in action and movement. Dynamism in static action 
and movement in immovable is the unique feature of Khajuraho art. 

In the 9 th and 10 th centuries, the Chandella dynasty was well established in the 
region and there was peace and prosperity. Art and culture flourished and Kings were 
patrons of poetry and theatre. The culmination of their cultural achievement was at their 
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city of Khajuraho, where, between 10 th and 12 th centuries, one of the most splendid 
temple cities the history of world was created. Kandariya Mahadeva temple was 
constructed during the regime of King Vidhyadhara. He clearly instructed to his 
sculptors, “I shall take care of invasion by Mahmud of Ghazni. I shall mobilze all the 
Indian Kings and defeat the plunderer. Before I die, I shall make Khajuraho protected 
from all the sides so that the ill designs of enemies can not damage our great heritage. 
You only work peacefully and put your best skill in the job so that my temples will be 
remembered as the best temple in Khajuraho.” 11 Vidhyadhara in fact kept his promise and 
defeated Mahmud of Ghazni and collected unprecedented wealth and fulfilled the 
requirements of money and material of architects at Khajuraho to their satisfaction. The 
sculptors also put their knowledge, skill and attention to construct the best monument to 
satisfy their King. 

The sculptures are set on panels of different sizes ranging from 2.5-3 feet in 
height, and others are slim 2-3 inch bands. The sculptures were made out of sandstone 
found in the Vindhyan hills around the village. The sculptures depict the tiniest details 
and give the temple walls an almost three-dimensional appearance. In the Kandariya 
Mahadeva temple, the figures become slender and tall, and some of them revolve round 

their own axis. They exhibit the sophistication of Khajuraho at the peak of its prosperity. 

12 

Depicted are nymphs and people in lively or violently agitated postures. 


Iconography of Kandariya Mahadeva Temple 

Temples are the places of worship where the devotees meditate upon God offering 
prayers to attain communication with God. It is also called the ‘House of God.’ However, 
for a Hindu, it is both and yet stills more. It is whole cosmos in the miniature form. From 
top to bottom the Hindu temple seeks to represent everything of which the cosmic world 
brahmanda, the entire universe, is composed of- The earthly world, the heavenly world, 
the astral world, and world below the waters prithvi, akasa with swarg and patala 
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respectively. That is why; the temple contains the images of gods and goddesses as well 
semi-divine and mythical beings along with the representations of men, women, children, 
animals, birds, pests, insects, reptiles, trees, rivers, flowers, palaces, huts, etc, which 

i a 

constitute the earthly world. It includes even mithunas and female figures of all worlds. 
Kandariya Mahadeva temple displays the sculptural representations of various forms of 
Shiva, Shiva-murties, Vishnu, and also composite figures of Harihara, Agni, Karttikeya, 
Ganesha, Dikpalas, other different gods and goddesses, surasundaries, mithunas, erotic 
panels and others. Alexandar Cunningham, first director of ASI counted 646 sculptures 
on the exterior and 226 in the interior of the temple. The erotic motif has also been given 
great importance in sculpture scheme of this temple. 

INTERIOR OF THE TEMPLE 

Niches on the Mahamandapa 

Temple is the abode of God who is the spirit immanent in the universe. Worship 
constituting the living use of the temple, starts with the installation of life in the form of 
deity in the sanctum. In the iconographic scheme, the walls of the shrine are divided into 
three vertical segments with a large niche in the centre of each wall housing a 
parsvadevata. The images are placed in conformity with the iconographic features of 
Silpa ratna, Agnipurana, Vishnudhramottara, Rupamandana and Matsyapurana 
According to the Vayaviys Samhita of the Shiva Purana, the worshiper has to outer the 
name of each deity of the avarana, saying namah in the end and flowers are also offered 
to it. The worshiper moves from the east in the pradakashina order. In the Kandariya 
Mahadeva temple, starting from the east, the following images are placed in the 
mahamandapa: 
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Key, 

1. Uma-Maheshvara seated 2. Shiva-Parvati 3. Uma-Maheshvara standing 4. Brahma and consort 
5. Brahma and consort 6. 7. & 8 is vacant 9. Vishnu on Garuda 10. Narasimha 11. Goddess seated 
on pareta 12. Hari-Hara 13. Ardhanarishvara 14. Vacant 15. Shiva eight-armed 16. Brahma and 
consort 17. . Uma-Maheshvara seated 18. Bhairva seated 19. Vacant 20. Devi with lion mount 21. 
Vacant 22. Uma-Maheshvara 23. Indra with consort 24. Bhairva 25. Sadashiva 26. Shiva as 
Sadyojita with his sakti. 

Fig. 7.13 Placement of images in the mahamandapa and pradakshina-patha of Kandariya Mahadeva Temple 

Fig. 7.14 Shiva-Parvati seated in lalitasana [ 

1. Niche I carries an image of Shiva-Parvati or Uma- 
Mahesvara seated in lalitasana on the east side of 
Mahamandapa (figure 7.14). Shiva is headless and four¬ 
armed. All his hands are broken except one which embraces 
Parvati. She is seated on the left lap of Shiva and she 
embraces Shiva with right hand around his shoulder and her 
left hand is broken. Shiva wears kundalas, torque, hara, 
keyuras, wristlets, upavita, anklets and long mala while 
Parvati wears kundalas, torque with pendant, keyuras, hara 
etc. and sari. Shiva’s mount Nandi which was represented on 
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the right is broken now while the mount of Parvati, lion is shown o the left side. A 
headless devotee in anjali-mudra is shown below the seat. The deities are flanked by two 
male attendants on each side who holds sword and katihasa. The halo is depicted with a 
seated four-armed Brahma carrying abhaya, struk, book and water-vessel on the left side 
while the image on the right is broken. 

2. Niche II contains the image of Shiva-Parvati as 
Kalyanasundramurti (Fig. 7.15). It shows Shiva-Parvati 
marriage. Parvati is standing on the right of Shiva. She 
holds mirror in her left hand and her right hand which 
was in the right hand of the Shiva is now broken. She 
wears rich ornaments and sari. Shiva is shown standing 
to the right. All the four hand of Shiva are broken 
except the upper right which is carried round Parvati’s 
shoulder in embrace and holds naga. Shiva wears a jata- 
mukuta, kundalas, torque, hara, wristlets, anklets, 
yajnopavita, lower garment, scarf and long mala. 

Parvati wears a kiritamukuta, kundalas, torque with 
pendant, keyuras, hara, wristlets and sari fastened by a Fig. 7.15 Kalyanasundramurti 

belt with jeweled and loops tassels and anklets. Both are richly ornamented. Four-armed 
Brahma carrying abhaya and water vessel in two hands while two other hands are not 
visible now is seated between the two figures at the back, performing the marriage 
ceremony of Shiva and Parvati. 

A female attendant carrying katihasta and chauri stands on the right of Parvati and 
gana holding khatvanga and katihasta on the right flank of Shiva. Their respective mount, 
Lion and Nandi are also shown on respective sides. Indra riding on the elephant on the 
top right and Yama riding on buffalo are depicted on the top left. Four mangala-ghatas 
(water jars) are placed one above the other and a male attendant on the extreme left and a 
female attendant carrying garlands are depicted on the right extreme comer which 
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indicates the marriage scene. 


3. Niche III which is placed at the east south corner, 
centering the image of standing Shiva-Parvati (figure 
7.16). The head and the four hands of Shiva, except the 
lower left one which embracing Parvati, others are 
broken. Parvati, whose face is damaged now, is 
embracing with her right hand around the shoulder of 
Shiva but her left hand is broken. Lion mount is seated 
between the both. A four-armed seated Vishnu is 
depicted on the left side of the halo while the image on 
right is broken. A female attendant with garland in her 
hand is shown in the extreme right corner. Vyalas and 
some other images are shown in the frame. 

4. Niche IV contains four-armed Brahma-Brahmani seated in lalitasana. Brahma is three¬ 
headed with central head bearded. All the hands except the lower left embracing 
Brahmani are broken. Both wear usual ornaments. Brahmani embraces Brahma with her 
right hand and holds stalk in the left hand. Goose mount is shown below the seat. Four¬ 
armed Shiva is seated on the right and Vishnu is shown on the left of the halo. On the left 
of the goose mount, a seated devotee with folded hand is depicted. A bearded acetic with 
folded hands occurs on the right flank and a female attendant carrying abhaya, water- 
vessel on left flank and vyalas are shown above these figures. 

5. Niche V facing niche IV also shows an image of seated Brahma-Brahmani. Both the 
sculptures are same. There is an only minor difference in the representation of attendant 
figures in these two images. However, both seem to have been carved by different artists 
as is evident from rendering of the figures. 14 

6. Niche VI on the antrala is missing. 



Fig. 7.16 Shiva-Parvati 
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7. Niche VII on the antrala is missing. 



Fig. 7.17 Four-armed Brahma-Brahmani 


8. Niche VIII on the antrala is also missing. 



Fig 7.18 Brahma-Brahmani Seated 


9. Niche IX shows a sculpture of a four-armed Vishnu seated on an anthropomorphic 
Garuda with wings which is his vahana. Vishnu wears torque, hara, kanstubha-mani, 
yajnopavita, kundalas and lower garment fastened by a belt and vanamala. The head and 
all the hands of Vishnu are broken. He is attended by a female attendant with folded 
hands is anjali-mudra on each side. The halo is flanked by three-headed and four- armed 
Brahma on the right and four-armed seated Shiva on the left side respectively. It is placed 
in the south side facing west. 


10. Niche X carries eight-armed Narasimha standing in Pratyalidasana posture with his 
left foot on a lotus stalk. He is shown as tearing off the body of Hiranyakashiyapa with 
his two lowest hands of which the only left hand is survived. All other hands are broken 
except the uppermost right one tearing his hairs. Head and lower portion of body of 
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Fig. 7.19 Four-armed Vishnu Fig.7.20 Eight-armed Narasimha 

Hiranyakashiyapa is also broken. A four-armed goddess is seated on each side of the 
halo and male attendant wielding a staff is depicted on each side of the God’s feet. These 
Niche IX and X facing each other are placed on the southern part of ambulatory. 

11. Niche XI: A goddess seated on a preta (corpse) is shown in this niche which is also 
placed in south side. Her head and all her eight hands are broken, so it is difficult to 
identify her. A trident can be seen on her left. Other figures are also female perhaps she 
represents a Yogini comparable to ‘Sri Pandavi’ of the Bheraghat Yogini temple. 13 

12. Niche XII contains the image of four-armed Harihara, the composite figure of Shiva 
and Vishnu, standing in samabhanga posture. Hari means Vishnu and Hara Shiva. All the 
hands of the figure are broken. It is placed on south -west comers. He wears jata-mukuta 
in a right half and kirtimukta on the left half, kundalas, torque, kaustubhamani, hara, 
yajnopavita, keyuras, lower garments fastened by a belt, scarf, mala and anklets. He is 
flanked by a gana carrying katihasta and khatvanga on the right side and Lakshmi holding 
lotus stalk and kati in her hands on the left side. The mount of two Gods, Nandi and 


289 


Indological Truths 















Fig. 7.21 Goddess seated on a corpse 


Fig. 7.22 Four-armed Harihara 


Garuda are depicted on the right and left respectively. Four-armed Brahma whole head is 
broken is shown on the right and Vishnu on the left of the halo. A standing male is caved 
in the extreme right corner. 


After the development of the Pauranic form of religion, Vishnu and Shiva became 
the two most popular deities and their worshippers came to be known as the Vaisnavas 
and Saivas. Each of these sects considered its god to be superior to that of the other and 
to allay the bitterness rising there from, perhaps the form of Harihara was conceived of. 16 

13. Niche XIII contains the image of a four-armed standing Ardhanarisvara. The head 
and all the hands are broken except the lower left hand in varda- mudra and it seems to be 
naga in his upper right hand. Generally Ardhanarisvara images are either ten or four 
handed. The four handed image has it’s first hand is in varada pose and holds the trisula, 
the darpana and kamandalu in other three hands. Here the head and except one which is 
in varda pose, all other hands are broken. So it is identified as Ardhanarisvara. In the 
niche God wears torque with pendant, hara, yajnopavita, keyuras, wristlets, lower 
garments, scarf, long mala and anklets. The deity is flanked by four male attendants, two 
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on each side and also a seated devotee with folded hands in anjali mudra on either side. A 
two-armed deity carrying abhaya and water vessel is depicted in the halo. 

Ardhanarisvara the composite form of Shiva 
and Parvati, Half- male and half-female, was 
attempted to abolish sex distinctions among the 
divinities. Here it can be noted that both the 
composite forms Harihara and Ardhanarisvara are 
paired on the south west comer of the ambulatory. In 
Lakshmana temple also such pairing of divinities are 
shown on the comer. 

Fig. 7.23 four-armed standing Ardhanarisvara 

14. Niche XIV which is on west north comer is missing now. 

15. Niche XV seems to carry the image of an eight-armed Shiva standing in tribhanga 

with head and all hands broken off. As the head and 
all the hands are broken but He can be identified as 
Shiva from the ganas and his mount Nandi which is 
shown in the niche. His gana on the right one carries 
khatvanga and on the left one carries trisula. Behind 
the ganas, a female chauri-bearer is depicted on each 
side. The mount Nandi is shown on the right side and 
a seated male devotee on the left side of the feet the 
God. A seated four-armed Brahma on the right and 
four-armed Vishnu are depicted on the left of the 
halo. 
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16. Niche XVI has an image of three-head and four-armed Brahma standing in tribhanga 
with his consort Brahmani. All the hands of Brahma are broken except the lower left 
hand embracing Brahmani. The trimukha Brahma image in Alingana pose both standing 
or seated are found carrying Ghata, Sruva and 
Pustaka in first three hands and fourth being in 
Alingana pose. Here in the sculpture, three hands 
are broken except the fourth one which is in 
embracing or alingana pose. So he can be identified 
easily as Brahma is shown bearded. He is pot-bellied 
and wearing jata-mukuta, kundalas, torque, hara, 
wristlets, anklets, keyuras, yajnopavita, lower 
garment, scarf and long mala. Brahmani also wear 
kundalas, torque, hara, and wristlets, sari fastened by 
a belt with jeweled loops and tassels and with drapery Fig. 7.25 Brahma standing in tribhanga 
ends on the left side. Both are attendant by a female chauri-bearer and seated devotee on 
each side. These deities seem to be Agni and Vishnu. A seated ascetic is also shown on 
extreme corner. 

17. Niche XVII has a sculpture depicting Shiva-Parvati as Uma-Mahesvara seated in 

lalitasana on their respective mounts is shown in north 
side. Shiva is four-armed carries naga in upper hand 
and He embraces Parvati with lower left hand while 
other two hands are broken. He wears a jatamukuta, 
kundalas and other usual garment on the body. Parvati 
carries flower in the left hand and embraces Shiva with 
her right hand. She also wears usual dress and 
ornaments. A gana carving a skull-cup and khatvanga is 
on left while another gana holding trisula is on right 
side. Four-armed Ganesha seated is figured on right and 



Fig. 7.26 Shiva-Parvati 
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another four-armed Mahesvara) god on the left of the halo. 


18. Niche XVIII is in the ambulatory and it is facing 
Niche XVII. It seems to contain an image of eight¬ 
armed Bhairava seated in lalitasana. He is bearded 
potbellied with bulging eyes, side tusks and jata 
studded with skulls. His mount which is damaged 
now can be noticed on the pedestal. All the hands in 
the image are broken. A gana and a devotee with 
folded hand is anjali mudra is shown on each side. 
Brahma on the right and a seated Vishnu on the left 
are depicted in the halo. 




Fig. 7.27 Bhairava seated in lalitasana 


19. Niche XIX- This niche flanking the antrala Niche XX is vacant now. 


20. Niche XX contains an image whose head and all the four hand are broken. From the 
usual ornaments and dress worn by image and mount lion depicted in the sculpture, It can 
be identified as a Devi. Ascetics are attending her on four sides, two at the bottom and 
other two are shown near the halo. 


21. Niche XXI -This niche flanking the antrala Niche XX is vacant now. 

22. Niche XXII represents Shiva-Parvati seated in lalitasana on the pedestal. Shiva is 
four armed. His right hands are broken while the upper left hand holds naga and lower 
left hand embracing his consort. Parvati carries mirror in the left hand and embracing 
Shiva with her right hand. Both the deities wear usual dress and ornaments. Seated 
Ganesha on the right and a Lion, the mount of the Parvati are depicted on the left. The 
mount of the Shiva, Nandi and a dancing gana are shown below the seat. A male 
attendant holding khatvanga is shown on the lower right side while another attendant 
holding trisula is on the left. The halo is depicted with three-headed and two armed seated 
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Brahma carries water vessel and another hand broken on the right and Vishnu carrying 
abhaya and sankha on the left. 



Fig.7.28 Shiva-Parvati Seated in lalitasana 


Fig. 7.29 Indrani 


23. Niche XXIII shows the four armed Indra and his consort, Indrani seated in lalitasana 
on the pedestal. Elephant mount is represented below the seat. Indra holds lotus stalk and 
embracing Indrani with his lower left hand while other two hands are broken. He wears 
karanda-mukuta, torque, hara, yajnopavita, keyuras, wristlets, lower garments and long 
mala. His consort, Indrani is two armed and she embraces her consort with her right hand, 
the left hand is broken. She wears dhamilla-type of head dress kundalas, torque with 
pendant, hara, keyuras, sari and anklets. A female attendant carrying garlands is shown in 
each side extreme comer. A male attendant occurs on each side on the halo. This image 
faces Shiva-Parvati of niche XXII. 


24. Niche XXIV represents eight-armed Bhairava standing in tribhanga, pot-bellied, with 
protruding eyes, teeth and whiskers. His curls are studded with a skull and arms. He 
wears kundalas, wristlets, lower garments, scarf and anklets. He is attended by male 
attendant on each side and below of which a seated devotee is depicted. A gana and 
Nandi is shown on each side of the deity. The halo is flanked by four-armed Brahma 
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seated on the right and four-armed Vishnu seated on the left. 



Fig. 7.30 Bhairava standing in tribhanga Fig. 7.31 Sadasiva 

25. Niche XXV contains six-headed, four-legged and twelve armed image of Sadasiva 
with some characteristics of Hariharapitamaha as well as Dattatreya as is clear from the 
representatives below the lotus seat the heads of Hamsa, Nandi and Garuda being the 
mounts of Brahma, Shiva and Vishnu. Here six visible heads are surmounted by the 
Linga and also third eye is shown on the principal head, it shows that the Shiva has been 
give more prominence. The God is seated in padamasana, is urdhavamedhra, and also 
marks it as a form of Shiva. The upper three heads adored to the Linga, wears 
jatamukuta, while two lateral heads, attached to the principal head wear kirtimukuta. All 
the hands are now broken except the lower right hand carrying akshamala - cum - varada. 
The upper pair of legs is in padamasana and the lower pair of the legs is in bhadrasana. A 
three headed and four armed potbellied male figure is seated in padmasana between the 
lower feet. The deity wears kundalas, torque, prominent kaustubhamani which is worn by 
Vishnu, upavita, keyuras, deer-skin, lower garments fastened by a belt with jeweled loops 
and tassels and anklets. 

The halo (Siraschakra) is flanked by a seated four armed Brahma on the right and 
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Vishnu on the left; it also proves that the main image is a form of Shiva. A male attendant 
holding katihasta and trisula is standing on the right while that on the left is carrying 
khatavanga and katihasta. A female attendant holding garland on the each side is shown 
in the middle field. A pot (kumbha) is shown behind the smaller three-headed image 
below the seat of the God. This niche is placed in east. 

26. Niche XXVI shows a unique representation of Shiva as Sadyojata with his consort 

Sakti. At first the divine couple appears to 
represent Brahma Brahmani and has been 
identified as such by Krishna Deva. 19 The God 
does have some characteristics of Brahma. He has 
three faces, he holds sruva (now defaced) in right 
hand and a book in the upper left hand, lower left 
hand embraces the consort and one right hand is 
broken. But he is not Brahma. He does not have 
the jatamukuta and beard of the Brahma image of 
Khajuraho. He is a youthful God trisikhandi, a 
peculiar head dress consisting of three thick plaits 
over the crown of the head, similar to that of 
Karttikeya. But Karttikeya is generally not 
represented as embracing his consort seated on his lap, as shown in this image. Moreover 
the figure has a third eye in his forehead which associates him with Shiva. The 
description of Sadyojata-Shiva in Linga Purana and Shiva Purana throws light on the 
image. Sadyojata is an aspect of Shiva born in the Saveta-Lohita kalpa when Brahma 
meditated with the desire for a son. Sadyojata is called Saveta-lohita (white-red) kumara, 
the first avatara of Shiva born as son of Brahma having the characteristics of both 
Brahma and Karttikeya. He is described as youthful kumara with sikha, with a form of 
Brahma (Brahma-rupa) who is white in colour and with the comers of eyes, nails, hands 
and feet in red. This distinctive feature can be noticed in the image in niche having the 
lips painted red and traces of black colour on the eyes and ornaments. The God 
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wears headdress, kundalas, torque, hara, yajnopavita and lower garments while his 
consort Sakti seated on the left lap wears dh arm ill a type of headdress, torque with 
pendant, hara, keyuras and sari with drapery ends on the left side. Her foot is placed on 
the lotus leaf. The two kneeling figures shown are possibly two of his disciples Sunanda 
and Nandana. The halo is flanked by a seated deity on each side. 

It is important to note that the Sadasiva image niche (xxv) is flanked on the left by 
Sadyojata, the creative aspect of Shiva and on its right Bhairava, the Aghora aspect, the 
dissolution of the universe and Sadyojata faces west as per orientation in the Linga 
Purana. 


Niches on the sanctum wall facing inner ambulatory 

Generally devotee visit temple to pay regards to its God and perform the rites for the 
removal of vighnas from the directions by ritual actions and remember Dikpalas to guard 
against evils. Dikpalas or guardian deities of different quarters, who assist in the affairs of 
universal management, are an important part of vastu. Indra, Agni, Yama, Niriti, Varuna, 
Vayu, Kubera and Isana resides in the east, south-east, south, south-west, west, north¬ 
west, north and north-east respectively. All except Kubera are principal Vedic deities. 
This provides a method that determines the requirements of architecture in relation to its 
directions. So in the Kandariya Mahadeva temple Dikpalas are placed in the ten 
directions (eight cardinal points, nadir and zenith) in the Garbha-gariha along with main 
deities. The details of niches on the sanctum wall are shown in fig. 7.33 

South Face - Lower Row 

1. Yaikunthanatha: The main niche of the antrala which is placed on lower jangha 
contains three headed and eight armed Vishnu as Vaikunthanatha standing in tribhanga. 
He holds lotus stalk in the lower right hand, chakra in the uppermost right hand and snake 
in the lower right hand and the remaining five hands are broken. The principal head is of 
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D = Dikpala 
Dl= Indr a 
D5 = Varuna 
M - Mithuna 


D2 = Agni 
D6 = Yayu 
S = Surasundari 


D3 = Yama 
D7 - Kubera 
V = Vyala 


D4 = Nirriti 
D8 = Isana 
Vs = Vasu 


1. Vaikuntha 2. Kubera with consort 3. Brahma 4. Shiva-Andhakantaka 5. Vishnu on Garuda 6. 
Brahma 7. Natesha 8. Vinadhara-Shiva 9. Missing 10. Shiva-Tripurantaka 11. Vishnu-Lakshmi 
12. Lakshmi 13. Shiva-Parvati 


Fig. 7.33 Placement of images on the sanctum wall of Kandariya Mahadeva Temple 
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human, there being the lions head (Narsimha) on the 
proper right and boar’s head (Varaha) on the left. 
According to the authorities, Vishnu has a 
chaturmukhi form instead of the trimukhi and the 
fourth should be the female face of his sakti. But no 
chaturmukhi image of Vishnu of this type has been 
found at Khajuraho. Hence it seems that the fourth 
face was left out on purpose by the sculptor who 

IT 

wanted to introduce a change." The God wears usual 
ornaments and dress. The chakra is adorned an arrow 
with three miniature human heads. The deity is 
flanked by standing Garuda holding katihasta and 
snake on the right and Lakshmi carrying lotus stalk and scarf on the left. Male attendant 
and kneeling devotee are figured on each side. The halo is depicted with Brahma on the 
right and probably Shiva on the left. According to the Shiva Purana, Vaikuntha-vishnu is 
to be worshipped in the north.' However in this temple, the niche faces the south. But 
vyuhas of Vishnu are placed in the rathikas of superstructure in the north. 

2. Indra: A sculpture depicting a four-armed Indra 
standing in posture on pedestal is placed as Dikpala in the 
east. Indra is a Lord of east and according to Amsumad- 
bhedagama, he should have sakti and amkusha as his 
characteristics weapons and elephant for his vahana. 

Same features are shown in the image of in this temple. 

He holds vajra, amkusha, kamandalu (water vessel) and 
katihasta. He wears karandamukuta, kundalas, torque, 
hara, yajnopavita, keyuras, wristlets, lower garments, 
scarf and long mala coming below the knees. His mount 
elephant occurs on the proper left of the feet of the deity. 



dsrifl a . 3 

Fig. 7.35 Four-armed Indra 



Fig. 7.34 Vaikunthanatha in tribhanga 
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3. Agni: A sculpture showing a four-armed Agni standing in samashanga posture is 
placed on south east corner represent as Dikpala. He is bearded and carries struk, book, 
vardamudra and fourth one is broken. He wears jatamukuta, kundalas, torque, hara, 
yajnopavita, keyuras, wristlets, scarf, lower garment fastened by a belt with jeweled loops 
and tassel and long mala coming below the knees. A headless ram mount is representing 
on the left of the deity. 

4. Shiva as Andhakasurasamaharamurti: In the three cardinal niches of the lower 
jangha, one niche contains a sixteen armed image of Shiva as Andhakasurasamharamurti 
crushing the demon of darkness Andhaka. All the hands are broken except the upper right 
hand and left hands carry the skin of elephant (Gajasura) as a canopy over the head and 
other surviving left hand holds shield. The deity is shown in a ferocious attitude with 
bulging eyes, gaping mouth with protruding teeth and full whiskers. He wears the usual 
ornaments and dress and also wear long mala studded with a clasp of skull with arms 
(rundamala). An agitated four-armed Chamunda holding trisula, dagger, khatvanga and 



Fig. 7.36 Agni standing in samashanga Fig. 7.37 Shiva as Andhakasurasamharamurti 
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kapala in which she is collecting the blood of demon and Nandi as regardant is depicted 
on the left. A shiva-gana occurs on the right of the deity. A headless devotee is shown on 
the lower right while a fallen demon is shown below the feet of Chamunda. Seated 
Goddess Sivani on the right and another Goddess on the left are represented in the halo. 

According to legend, once, supportive Parvati covered with her palms Shiva’s 
eyes from behind. Irritated Shiva sweated and out of it was bom a blind boy-Andhaka. 
Shiva gave the boy to the childless demon chief who adopted him. Andhaka grew into a 
mighty demon and wished to obtain the most beautiful women of universe who was none 
else but his own mother Parvati. Finally, Shiva eliminated Andhaka. Under a boon, as 
soon as a drop of his blood felt on the earth, there grew out of it another Andhaka. Shiva 
hence created Yogeshvari who licked every drop of Andhaka’s blood before it reached 
the earth. Andhakasurasamharamurti image hence have representation of Yogeshvari 
also. Under some legends, Shiva created Saptamatrikas instead of Yogeshvari. 26 

5. Yama: A sculpture showing a four-armed Yama 
carrying skull-cup in the right hand while other is 
broken is placed as Dikpala. He wears usual 
ornaments and dress on the body and has raised 
curls studded with skulls, protruding eyes, gaping 
mouth and whiskers. A standing devotee with 
folded hands in anjali-mudra on each side and his 
mount buffalo is depicted as regardant on the proper 
left. According to Gopinath Rao Yama can also 

27 

have Bull for his Vahana. 


Fig. 7.38 Four-armed Yama 
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South Face - Upper Row 


6 . Kubera and Kuberi: The upper niche of antrala shows Kubera and his consort Kuberi 
seated in lalitasana on a pedestal. He is four-armed and carries wine-cup, spiral lotus stalk 
and purse in his three hands while fourth one is embraces his consort. Kuberi holds lotus 
in her left hand and embraces Kubera with the right hand. Both the deities wear usual 
ornaments and dress. Two jars representing nidhis are shows on the left of the deity and a 
male devotee seated with folded hands in anjali-mudra by the side of the jar. A standing 
female attendant holding a garland occurs in the extreme right comer while on the left 
there is a standing male figure. The halo is depicted by a four armed pot-bellied seated 
deity on each side. 

7. Vasu: A niche containing four-armed bull faced Vasu is 
placed in upper section in the south. He holds book, spiral 
lotus stalk, water-vessel and lower right hand is held in the 
varada-mudra. Standing Nandi is represented as regardant 
on the left while a seated devotee with folded hands in 
anjali-mudra is depicted on the right of the God. 

8. Vasu: There is another sculpture of four-armed bull¬ 
headed Vasu. All his hands are broken except one carrying 
water-vessel. A seated devotee is represented on the right 
and a figure probably of Nandi is depicted on the left. 

9. Garudavahana Vishnu (Vishnu on Garuda) 

The main upper niche shows four-armed Vishnu seated in lalitsana on his vahana Garuda 
in the south. He carries varada, gada, chakra and sankha and wears usual ornaments and 
dress on the body. The deity is attended by sankhapurusa on the right and chakrapurusha 
on the left and also a seated devotee with folded hands in anjali-mudra on each side. A 
seated four-armed God is depicted on either side of the halo. 
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Fig. 7.40 Garudavahana Vishnu 

10. Vasu: Same as explained earlier. 

West face- Lower row 



Fig. 7.41 Four-armed Nirriti 


11. Nirriti (Dikpala): A niche showing four-armed Nirriti is placed on south-west 
comer. Nirriti is the God of the south-west having Lion or a man Vahana according to the 
Agamas. Vishnudharmottaras gives him Ass as Vahana. Such four-handed image has 
book, kamal, sword and shield in his hands. In this niche Nirriti is shown nude and 
holds sword and sickle in the two hands and other hands are broken. He wears a jata- 
mukuta, sarpakundalas, sarpahara, yajnopavita and long mala. A reclining human figure, 
his naravahana is represented at the feet of the God. 

12. Nataraja Shiva: This main niche of west contains a sixteen-armed image of Nataraja 
Shiva a standing in dancing posture on the pedestal. In the niche the head, hands and 
portion below the bust is completely broken. His mount, Nandi has a place on the left of 
the pedestal. There seems to be three or four figure in the lower field which one now 
mutilated. A dancing gana occurs on each side and the halo is depicted with seated 
Goddess playing on Vina on the left side and playing on another instrument on the right 
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side. 


13. Varuna: Varuna is God of the west. According to the Agamas he should be seated on 

Fish or makara (crocodile) with his first hand in varada 
mudra and holding pasa in second hand. The four-armed 
image of Varuna, according to Vishnudharamotras should 
have padma, pasa, shankha and ratnapatra. 30 Image of 
four-armed Varuna standing is tribhanga posture is placed 
in the niche in the west. His head and all hands are 
broken. His mount crocodile is shown on the left and a 
kneeling male devotee in anjali-mudra on the right of the 
deity. His ornaments torque, hara, yajnopavita, keyuras, 
wristlets, lower garments, and long mala coming below 
the knee can be noticed in the image 

14. Vasu: Four-armed bull-headed Vasu, description same as explained earlier. 

15. Vinadhara Shiva : This upper niche shows eight-armed dancing Shiva playing on 
Vina with two hands, one right and other left and hold abhaya, damaru and a dance pose 
in other three right hands and bell, skull-cup in other two left hands while one left hand is 
broken. He wears karanda-mukuta, kundalas, torque, hara, keyuras, wristlets, lower 
garments and long mala reaching below the knees. A male flutist and a dancer are shown 
on his right and left respectively and a female attendant occurs on each side. The halo is 
depicted by a four-armed seated deity on each side. Its placement above the Natesa image 
in the cardinal niche suggests the temple’s affiliation to the Urdha-Shiva sub sect of 

T 1 

Saiva-siddhanta. 

16. Vasu: Bull-headed Vasu, description same as explained earlier. 

North face- Lower row 



Fig. 7.42 Varuna 
West Face- Upper row 
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17. Vayu: A sculpture depicting four-armed Vayu carrying varadamudra, fluttering scarf 
as canopy, book and water vessel is placed at north-west comer. He is God of north-west. 
According to Vishnudharamottra amkusa, chakra or Amkusa-Dhavja with his Deer 
vahana may be given to him. “ In the niche, the God wears a karandamukuta, kundalas, 
hara, yajnopavita, lower garments and long mala coming below the knees. A pair of deer, 
one couchant and the other regardant, is depicted on the right of the God. He is also 
attended by a seated devotee with folded hands in anjali-mudra on each side. 


18. Missing 


19. Shiva-Tripurantaka: Sixteen-armed Shiva as Tripurantaka standing in 
pratyalidasana is the main niche on the northern wall. All the hands are broken except the 
upper two right hands holding trisula and sword and the upper most left hand which holds 



Fig. 7.43 Vayu 



Fig. 7.44 Shiva as Tripurantaka 


shield. The Shiva Purana states that Lord Shiva as Tripurantaka destroyed three mythical 
cities of asuras. According to the legend, the demon Taraka had three sons named 
Taarakaaksha, Kamalaaksha and Vidyunmaali. These demon princes performed severe 
penance towards Lord Brahma and obtained immense power. Brahma gave them the 
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boon that they would live for a thousand of years in the three invincible, flying cities 
which were presented by Brahma; they would be destroyed only by an arrow that could 
merge the three into one and set them to fire. The demons, armed with the boon, wreaked 
havoc on the universe and started harassing devas, rishis and sages. On the request of 
devas and sages, Lord Shiva destroyed three aerial cities with an arrow with fire. 

A block of stone showing three niches with a figure in each on the front side is 
carved above the shield indicates symbolically represents tripuras, the three cities of the 
demons. Four-armed standing Ganesha is depicted on the right and on the left two-armed 
Karttikeya seated on Peacock which peaks of the fruit held in his left hand while his right 
hand hold some unidentified object. Ganesha hold fruit and sweets and other hands are 
broken. The deity has third eye and wears jata-mukuta and other usual ornaments and 
dress. His mount Nandi is also depicted on the left and attendant is shown behind 
Ganesha. 

The earlier Vishvanatha temple has Ardhanarisvara in the north but within the 
period of 50 years in the Kandariya Mahadeva temple the deity is replaced with 
Tripurantaka on the north bhadra and this practice is followed in the Duladeva temple 
also. 

20. Kubera: Kubera is the Dikpala of north. Four-armed Kubera carrying water vessel in 
the lower left hand and all hands broken is shown in the lower jangha in the north. His 
mount Ram is depicted as regardant on the left behind the jars representing nidhis. The 
deity wears kranda-mukuta and other usual ornaments and dress. 

21. Isana: The God of the north-east is known as Isana who may be playing upon his 

it 

Vina held in lower two hands having the upper two in abhaya and varada poses. His 
Vahana is Bull. In the temple niche containing Isana is placed on north-east corner. He 
holds abhaya, book, sarpa and other hand broken. His Vahana is represented on the left. 
The deity wears jata-mukuta and usual ornaments and dress. 
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Fig. 7.45 Kubera Fig. 7.46 Gaja-Lakshmi 

22. Gaja-Lakshmi: A lower niche of the antrala contains four-armed Gaja-Lakshmi 
standing in sambhanga. Both the upper hands hold lotus stalk supporting elephant while 
one lower left hand is held in vardamudra and the other is broken. She wears 
karandamukuta, kundalas and other usual ornaments. She is flanked by a standing female 
attendant on each side and a seated male devotee occurs in front them. 

North face- Upper row 

23. Vasu: description as explained earlier 

24. Lakshmi-Narayana: A sculpture depicting Lakshmi-Narayana seated in lalitsana on 
a pedestal is placed in the upper niche of the north.. The image also seems to be of 
Aniruddha with his consort Rati or of Adhokshaja and his consort. 34 Narayana has four 
arms placed in the upper niche of the north. The image also seems to be of Aniruddha 

ic 

with his consort Rati or of Adhokshaja and his consort. Narayana has four arms and 
holds gada, shankha and he embrace his consort Lakshmi with lower left hand while 
fourth hand is broken. He wears a kirtimukuta with other usual ornaments and dress on 
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the body. Lakshmi embraces her Lord with her right hand and holds mirror in the left 
hand and she wears chakra-shaped head dress and other usual ornaments. They are 
attended by a male attendant on each side with a seated devotee in front and a female 
attendant behind. The halo is depicted with Brahma and Shiva on the right and left side 
respectively. Lakshmi-Narayana sits in the upper small niche above the 
Tripurantakamurti. 

25. Vasu: Same as explained earlier. This niche is placed above the Kubera. 

26. Vasu: Niche of Vasu above the Isana is also placed the north-east corner. Description 
is same as explained earlier. 

27. Shiva-Parvati as Uma-Mahesavra : This niche is shown on antrala above the niche 
of Gajalakshmi. It represents Shiva-Parvati standing tribhanga. Shiva is four-armed and 
carries varda, trisula and snake in the three hands and embraces Parvati with his lower 
left hand. Parvati standing to the left side of Shiva and embraces her Lord with her right 
hand. Shiva wears jata-mukuta with other usual ornaments and dress. While Parvati 
wears chakra-shaped headdress and other usual ornaments and dress. They are attended 
by ganas attendant on each side; the right one holds khatvanga and the left one trisula. 
Their mounts Nandi and Lion are depicted on the right and left side respectively. A four¬ 
armed God is represented on each side of the halo. 

The transepts of the sanctum also show dvarapalas on the pilasters. On the south 
side, there is a pair of four-armed dvarapalas carrying varada, spiral lotus stalk, book and 
water vessel. Both of deity wears usual ornaments and long mala. One of them has the 
head which wear karanda-mukuta. Nandi is represented in one case only. 

It can be noticed that the architect of the temple has presented a well-planned 
iconic scheme. Being a Mahadeva temple, the three-cardinal niches of the lower jangha 
shows Siva’s lila-murties, a sixteen armed Andhakasuravadhamurti crushing the demon 
of darkness Andhaka in the south, a sixteen armed Natesa dancing in the evening light of 
the west, a sixteen-armed Tripurantaka destroying the three cities of demon with an arrow 
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in the north. Podium niches, below the main bhadra niche of south shows Brahma 
standing is repeated in the west while the image in the north is now missing which would 
also be of Brahma. Kapili niches represent Vaikuntha-Vishnu on the lower jangha in the 
south which is paired with Gaja-Lakshmi on the north kapili. Kubera and consort seated 
in the upper niche of the south kapili are matched with Shiva-Parvati standing in the 
tribhanga in the upper kapili niche of the north. 

EXTERIOR OF TEMPLE 

Sculptures kept in Niche on the outer Adhishthana 

The nine principle niches of the vedibandha encircling the temple contain images of 
seven Matrikas (Seven mothers), Virabhandhra and Ganesha. Matrikas is a group of 
Hindu goddesses who are always depicted together. Some scholars consider them Shiva 
goddesses. 36 According to Matsya Purana, Shiva had created seven Matrikas to combat the 
demon Andhaka, who had the ability to duplicate from each drop of his blood that falls 
from him when he is wounded. The Matrikas drink up his blood and help Shiva defeat the 
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Fig. 7.47 Placement of divinities in the vedibandha niches 
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demon. After the battle, the Matrikas begin a rampage of destruction by starting to devour 
other gods, demons and peoples of the world. They come to play a protective role in later 
mythology. This placement of Matrikas could be explained on this ground. Moving in 
circumambation clock-wise around the temple the devotee first sees dancing Ganesha, 
then the seven mother goddesses namely Chamunda, Indrani, Varahi, Vaishnavi, 
Kaumari, Mahesvari, Brahmani led by Virabhadra. It seems Matrikas themselves are 
circumambulating the abode of Shiva. Fig 7.47 shows the placement of niche on the 
outer Adhishthana- 



Transepts <£) V edibandha niches (3 Mukhmandapa Kalasha 


Fig. 7.48 Vedibandha niches and different architecture components of Kandariya Mahadeva temple 
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Niche I: On the southern side of adhishthana there is a sculpture of ten-armed dancing 

Ganesha on the outer mukhmandapa (fig. 7.49). 
Lower left hand carrying scarf and His head is 
presently broken. The God wears a torque, hara, 
sarpopavita, keyuras, wristlets, lower garments 
fastened by a belt with jeweled loops and tassels 
and a scarf. The rat mount is shown between the 
feet of the God nibbling at the hanging end of 
the central tassel of his garment. A flutist is 
carved on the right and a drummer on the left of 
the God. The halo is depicted with a seated 
four-armed Goddess on the right and a seated 
Saraswati on the left side of the halo. 

Niche II: Adhishthana under the mandapa has a twelve-armed dancing Chamunda in a 
niche on its southern face. She seems ferocious with protruding eyes, gaping mouth, 
prominent veins and bones, dried-up hanging breasts and a sunken belly with a scorpion. 
She wears a jata-mukuta studded with a grinning skull, sarpa-kundalas, torque of snake, 
hara with a pendant of scorpion and lower garment fastened by a belt with jeweled 
tassels. Her lower portion is broken now. She is flanked by a preta on each side and 
stands over a human corpse, now headless. The preta on the proper left is munching up a 
human hand. She is flanked by a seated goddess on either side of the halo. 

Niche III : On the southern transept of the mahamandapa depicts a four-armed dancing 
Indrani, the ayudhas of her upper hands are vajra and spiral lotus stalk, while all hands 
are broken now.(fig. 7.51) Her elephant mount is shown on the right of his feet. She 
wears jata-mukuta, kundalas, torque with pendant, hara, keyuras and sari fastened by a 
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Fig. 7.50 Chmunda Fig. 7.51 Indrani 

belt with jeweled loops and tassels. She is flanked by a female attendant on both side 
carrying katihasta and chamara. A seated devotee with hands in anjanli mudra in shown 
on the proper left in front of female attendant. A female carrying a garland is carved 
behind the chauri-bearer. A seated goddess occurs on each side on the halo. 

Niche IV: A four-armed dancing Varahi whose mouth is now broken is kept in a niche 
on the southern transept of the garbha-gariha (fig. 7.52). All the hands, portion below the 
bust and muzzle of the goddess are broken. Her mount, buffalo is depicted to the left side 
of the Goddess as regardant. She wears a crown, torque, keyuras and vanamala on the 
surviving parts of her body. She is flanked by a female attendant on each side carrying 
chauri in one hand other is held in katihasta. A female figure is standing in each extreme 
comer. On each side of her halo, a four armed seated goddess is depicted. 

Niche V: On the western transept of the garbha-gariha shows a four-armed dancing 
Vaishnavi the counterpart of Vishnu (fig. 7.53). All the hands are broken except the 
lower right hand which is held in abhaymudra. She wears a mukta, 
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kundala, torque with 




Fig. 7.52 Varahi Fig. 7.53 Viashnavi 

pendant, hara, keyuras, wristlets and her lower portion below the waist is broken. Mount 
of lord Vishnu, Garuda is shown on the proper left side, as regardant that carry snake in 
his left hand and the right hand is held up in adoration and a female attendant is shown on 
the right side. A kneeling devotee holding hand in anjali-mudra is depicted in front of 
Garuda. A seated goddess occurs on each side of the halo. 

Niche VI: On the northern transept of the sanctum contains three headed and four-armed 
Kaumari, the consort of Karttikeya, holding book in her upper left hand while other hands 
are broken. Her mount, peacock with fully extended plums in a dancing attitude is also 
shown. She is flanked by a standing female attendant on each side while a four-armed 
goddess having sword in one hand is depicted on either side of her halo. Kaumari wears 
a crown on the principal head, torque with pendant, hara, keyuras, wristlets, sari fastened 
by a belt with jeweled loops and tassels and long mala reaching up to her knee. A male 
devotee seated with folded hand on the left side of the goddess is also depicted. Vyalas 
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are shown on both sides of the frame. 



Fig. 7.54 Kaumari Fig 7.55 Mahesvari 

Niche VII: On the northern transept of the mahamandapa seems to be shown a four¬ 
armed dancing Mahasavari, the counterpart of the Mahesvara, whose lower right hand is 
in abhaya pose and her upper left hand caries naga while other two hands are broken. She 
wears jata-mukta, kundalas, torque with pendant, hara, keyuras, wristlets, sari and long 
mala coming below the knees. She is attended by Nandi as regardant to the left side of 
her feet and flanked by female attendant on each side. A four-armed goddess occurs on 
each side of halo. In the extreme right comer, a female attendant with Katihasta and kalsa 
and Ardhanarisvara with the right hand held in praising attitude and katihasta in left hand 
is depicted in the extreme left comer. The right half of the Ardhanarisvara represents 
female which is rather unusual. 


Niche VIII: The northern face of the mandapa has three headed and four-armed dancing 


314 


Indological Truths 


Brahmani, the counterpart of Lord Brahma. She carries struck in one hand; book in 
another hand while other two hands are broken now. Her mount goose is also depicted on 
the right of her feet and a bearded ascetic with folded hand in anjali-mudra is shown on 
the left side. She wears a crown and other usual ornaments on the body. She is flanked by 
a female chauri-bearer on each side and a four-armed goddess on either side of her 
siraschakra. Moreover a female chauri-bearer is also depicted in each extreme comer and 
a seated male on each flank of the middle field. 



Fig. 7.56 Brahmani Fig. 7.57 Virabhadra 

Niche IX: On the northern face of the mukhmandapa contains a six-armed Virabhadra 
who is also in dancing form. Except the lower right hand one carrying a scarf-like object, 
all the other hands are broken now. He wears jata-mukta, kundalas and other usual 
ornaments including yajnopavita and long mala. A defaced Nandi is depicted on the left 
on his feet. A seated drummer with two mridangas placed diagonally across each other on 
the right and a standing flutist on the left side are figured. On the right side of the halo, 
three headed and four-armed Brahma holding abhaya, struk, book and water-vessel in his 
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hands is depicted while four-armed Vishnu carrying abhaya, gada, chakra and shankha in 
his hands in shown on left of the halo of the God. 

Generally, in the sandhara Shiva temple the order of Matrikas are shown 
as Brahmni, Mahesvari, Kaumari, Vaishnavi, Varahi, Indrani and Chamunda while this 
standard order of the matrikas is reversed in Kandariya Mahadeva temple. 

Sculptures kept in the niches of the roof pediments 

1. Niche of roof pediment above the entrance torana on the east: Shiva-Parvati seated 
in lalitasana on a pedestal is shown in a niche on this roof pediment. Shiva has four arms 
and holds lotus flower, trisula, naga in three hands and embraces Parvati with his lower 
left hand while Parvati embraces Shiva with her right hand and carries mirror in her left 
hand and she is seated on the left lap of Shiva. Shiva wears a jatamukuta and other usual 
ornaments and dress on the body while Parvati has a typical dhammila type of headdress 
and wears other usual dress and ornaments. Their respective mounts Nandi and Lion are 
depicted below the pedestal with a dancing gana in between. Two seated deity shown on 
each side of the halo. 

2. Niche of roof pediment over the mukhmandapa: It contains an image of Shiva- 
Parvati as Uma-Mahesvara seated in a lalitasana on the pedestal. Here Shiva-Parvati is in 
same position as shown on the roof pediment above the entrance torana. Nandi is 
represented below the seat of the pedestal. 

3. Niche of the pediment over the mandapa: It shows a three-headed and four-armed 
Karttikeya, seated in lalita on his mount peacock. He holds fruit, spiral lotus stalk, book 
and sakti in his hands. He wears crown, kundalas, torque, hara, yajnopavita, wristlets and 
lower garments. The central figures on each pediment are flanked by two standing 
couples on each side. 

4. Niche on the south-eastern corner projection of mahamandapa: This is the 
topmost niche which faces east and carries four-armed bearded Agni seated in lalitasana 


316 


Indological Truths 


holding varada, sruk, book and water vessel in his hands. He wears usual dress and 
ornaments. His mount Ram is depicted below the seat of the God. Next to the Agni niche 
another niche facing south contains three headed and four-armed Brahma seated on his 
mount goose having varada, struk, book and water vessel. He wears jatamukuta, 
kundalas, torque, hara, keyuras, wristlets, yajnopavita, lower garments and long mala. 

5. Niche on the roof pediments facing east: It shows four-armed pot bellied Bhairava 
seated on the Nandi. He carries varada, trisula, khatvanga and kapala and is represented 
with raised flame- shaped curling hairs, protruding eyes and teeth. 

6. Niche of the southern face of the pediment of the mahamandapa - It contains a 
four-armed Kubera seated in lalita over two jars representing nidhis (khazana). He is 
represented carrying a wine cup, spiral, lotus stalk, lotus stalk, and a mongoose parose. 
He is pot bellied and wears crown, kundalas and other usual ornaments. A seated God is 
depicted on each side of the halo. 

Sculptures kept in niches of the Sukansika 

Sukansika is the pediment shaped roof over the antrala, which is also a juncture, a 
connecting passage between the hall and the sanctum. This roof is a sort of antefix 
addorsed to the front face of the main shikhara and consists of a stepped pediment of 
chaitya- gavakshas carrying the following images:- 

a) Front face- East side 

1. Upper niche contains the image of a four-armed Shiva standing gracefully, carrying 
varada, trisula, khatvanga and fourth hand broken. He wears jata-mukuta and other 
usual ornaments and dress. 

2. Lower niche contains a sculpture of thee-headed and ten-armed Vishnu as Vaikuntha. 
He is standing in tribhanga posture on pedestal. His one upper right hand is in varada 
pose and lower right carry chakra while other right hands are broken. There is only 
one surviving left hand which carry shield. He wears kirtimukuta and other usual 
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garments and dress. 


3. Another niche shows a four-armed standing Shiva who holds akshamala in varada 
pose, trisula, sarpa and fourth hand broken. He wears jata-mukuta and other usual 
ornaments and dress. He is also attended by a couple of devotees on each side. 

b) South face- Pediment over the southern transept of the sanctum 

4. The niche of the south face contains a four-armed Ganesha with his consort 
Vighnesvari seated in lalitasana on a pedestal. He carries chakra, parasu, sarpa and 
embraces his consort with his lower left hand. He wears karandamukuta and other 
usual ornaments and dress. Vighnesvari is seated on the left lap of the Genesha and 
embraces her lord with right hand and holds mirror in her left hand. The Rat mount is 
depicted below the left foot of the deity. 

5. A niche containing an image of Brahma and Brahmani is placed on the southern face 
of this pediment. They are seated in lalitasana with goose mount. Brahma is three¬ 
headed and holds water-vessel, struk, book and embraces his consort with lower left 
hand. He wears jatamukuta and other usual ornaments and dress. His principle face is 
shown bearded. Brahmani is seated on the left lap of the Brahma and embraces her 
lord with right hand and holds mirror in her left hand. 

6. The east face of this pediment shows a four-armed potbellied god seated in lalitasana 
carrying a wine-cup, pasa like object, water vessel and another hand broken. A seated 
goddess is depicted on each side of the halo. He seems to be Kubera but narvahana is 
represented here. 

7. The west face of the same pediment contains a sculpture of four-armed Parvati seated 
in lalitasana on a pedestal. She carries varada, trisula, spiral lotus stalk and water 
vessel and wears a jata-mukuta and other usual ornaments. The halo is depicted with 
seated deity on each side. 
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c) West face- Pediment over the western transept of the sanctum 

7. The main niche of the western face contains an image of Shiva-Parvati, seated in 
lalitasana on a pedestal. Shiva has four arms and carries lotus flower, trisula, sarpa 
and embraces his consort with his left hand while Parvati embraces him with her right 
hand and hold mirror in left hand. She is shown seated on the left lap of Shiva. Both 
the deity wears ornaments and dress as usual. Their respective mount Nandi and Lion 
are represented below the seat. The niche is flanked by amorous couples. 

8. The southern face of this pediment also contains as image of Shiva-Parvati seated in 
lalitasana with their respective mounts depicted below the seat. All the hands of Shiva 
are defaced now but traces give the impressive of holding lotus flower, trisula, sarpa 
and embrace of Parvati. 

9. The north face of the pediment shows a sculpture of four-armed Vishnu standing in 
samabhanga and carries varada, gada, chakra and sankha. He wears kirtimukuta and 
other ornaments and dress. He is flanked by chakrapurusha on the left and 
sankhapurusha on the right and also a seated devotee on the each side of the deity. 

d) North face- Pediment over the northern transept of the sanctum 

10. The main niche of the northern face of roof pediment over the northern transept of the 
sanctum contains an image of four-armed standing Vishnu. This sculpture is same as 
shown on north face of western transept. But here the vahana of the Vishnu, the 
Garuda is depicted below the seat. 

11. The west face of this pediment also shows the same niche as mentioned above. 

12. The eastern face of the same pediment shows a four-armed Balarama seated in 
lalitasana under a canopy of serpent-hoods. He carries a wine cup (bowl), musala, 
book and hala. He is shown well-built body and wears karandamukuta and other usual 
ornaments and dress. 

There are four niches above the central panel of the main north face respectively 
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containing from bottom upwards; i) Erotic couples ii) Four-armed standing Brahma iii) A 
male flanked by two females and iv) fourth one is blank. 

Niche over the topmost karnasringa above the antrala depicts eight-armed pot¬ 
bellied, Bhairava seated in lalitasana. He holds varada, damaru, khatvanga and skull-cup 
and his headdress is fan shaped. Nandi is represented below the seat. All other niches 
contain figures of either couples or apsaras. Two niches above the upper most or third 
row of karnasringas on antarala contain a sculpture of Ganesha surmounted by an image 
of four armed Shiva seated in lalitasana on his mount Nandi and holds varada, trisula, 
sarpa and water vessel in his hands. 

Pediment over the northern transept of mahamandapa 

The main northern face of this pediment contains an image of four-armed Vishnu seated 
in yogasana with the two lower hands hold in dhyana and two upper carrying spiral lotus 
stalks. He wears kirtimukuta and other usual ornaments and dress. The western face of 
the transept roof shows the image of eight-armed, pot-bellied Bhairava seated in 
lalitasana on his vahana Nandi. He carries skull-cup, trisula, pasa and damaru in the right 
hands and khatvanga, bell and water vessel in the left hands. He wears jata-mukuta and 
other usual ornaments and garments. 

The east face of the same pediment contains a four-armed image of defaced God 
seated in lalitasana. Perhaps it is also Bhairava. 

Projection of the north-eastern corner 

There are four niches, one in each angular projection. The first niche facing north 
contains an image of Lakshmi-Narayana seated in lalitasana. Narayana is four-armed and 
hold sankha, gada and chakra and embraces his consort Lakshmi with his lower left hand. 
He wears kirtimukuta and other usual ornaments. Lakshmi is seated on his left lap and 
embraces Narayana with her right hand and holds lotus in her left hand. She wears usual 
ornaments and dress. 
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The next niche facing east contains an image of Shiva-Parvati seated in lalitasana. 
Shiva is four-armed carries lotus without stalk, trisula, sarpa and embraces Parvati. While 
Parvati carries mirror in her left hand and embraces Shiva with right hand. Both wear 
ornaments and dress as usual. Their respective mounts Nandi and Lion are represented 
below the seat with a dancing gana in between them. The adjoining niche contains an 
image of four armed Shiva seated on his vahana Nandi. He carries varada, trisula, a spiral 
lotus stalk and water vessel and wears ornaments and dress as usual. Another niche, 
facing east is now empty. 

The niches on the roof pediment over the northern face of mandapa shows an 
image of bearded Brahma standing in samabhaga carrying varada, struk, book and water 
vessel. He is pot-bellied and wears jata-mukuta and other usual ornaments and dress. The 
roof pediment over the mukhmandapa contains a four-armed Agni seated in lalitasana 
and carries varada, struk, book and water vessel. He is also pot-bellied and seated over 
his mount Ram. He is also wears jata-mukuta and other usual ornaments and dress. 


SIGNIFICANT IMAGES ON JANGHA 

There are three tiers of figures of equal height on the jangha of Kandariya Mahadeva 
Temple. The complete programme of three rows of figures was first adopted in the 
Vishvanatha temple built in 1002 A.D. during the reign of Dhanga and about half a 
century after Lakshmana Temple. For the first time it introduces the devangana with 
snake-hood of nagin in the innermost recess from where the sequence of sculptures 
proceed with the vyala, devangana, male deity and devangana respectively. The grouping 
of three figures, devangana on each side of the male deity is repeated systematically in all 
the three rows of sculptures. The same sculpture programme is followed in Kandariya 
Mahadeva Temple. In the antarala section of the jangha, the amorous groups are placed 
on all the three tiers accompanied by devangana figures in singles on either side in 
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Fig. 7.58 System of Human figures over the jangha buttress of Kandariya Mahadeva Temple 


regular scheme one above the other. Similarly are incorporated vyalas at the both the 
ends of three rows. There are no couple’s pairs at the two ends of lower row like 

TO 

Lakshmana Temple. The following table shows the detail of significant male icon 
figures placed on jangha of the temple:- 
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(Images description starting from south-east) 


Sr. 

no. 

Name of the 

Male Icon 

Ornaments and dress 
of Icon 

Mount of 
God 

Other 

figures 

A. LOWER ROW 

South-east face 

1 

Shiva- four armed God 
carrying varada-pose, 

spiral lotus stalk, book and 
water-vessel. 

God wears jata-mukuta, 
kundalas, torque, hara, 
yajnopavita, wristlets; 

lower garments fasted by a 
belt with jeweled loops 
and fasted long mala and a 
scarf. 

Nandi is 

represented 
on the left. 


2 

Indra- four armed God 
carrying varada, amkusa, 
hand broken and water 
vessel. 

God wears karanda- 
mukuta, kundalas, torque, 
hara, yajnopavita, 

wristlets; lower garments 
and long mala and a scarf. 

Elephant is 
represented 
on the right. 


3 

Agni- four armed God 
carrying varada, struk, 
book with spiral lotus stalk 
and water vessel. He is 
pot-bellied and bearded. 

God wears jata-mukuta 
and other usual ornaments 
and dress 

Seated Ram 
mount on the 
left. 

Seems to be 
standing but 
now broken. 

4 

Shiva- four armed God 
standing in tribhanga 
carrying varada, spiral 
lotus stalk, and other 
hands broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on left 


5 

Shiva- four armed God 
carrying varada, naga, 
trisula and broken. 

God wears jata-mukuta, 
kundalas, torque, hara, 
yajnopavita, wristlets; 

lower garments fasted by a 
belt with jeweled loops 
and scarf. 

No mount 
represented 

A male 
attendant on 
right and a 
seated 

devotee with 
folded hands 
on the left. 

6 

Shiva- four armed God 
carrying varada, book with 
spiral lotus stalk, naga and 
broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress 

No mount 

represented 

A standing 
devotee with 
folded hand 
on right. 

7 

Shiva- four armed God 
carrying varada, book with 
spiral lotus stalk behind, 
naga and water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 

represented 

A standing 
devotee on 
left. 
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Main south side 

8 

Shiva- four-armed God 
carrying varada, spiral 
lotus stalk, naga and one 
hand broken 

God wears jata-mukuta 
with projecting plaits on 
both side and other usual 
ornaments but no scarf. 

No mount 

represented 

A seated 

devotee on 
right. 

9 

Shiva: four-armed Shiva 
carrying varada, spiral 
lotus stalk, naga and 
broken. 

God wears jata-mukuta 
with projecting plaits on 
both side and other usual 

ornaments. 

No mount 

represented 

A seated 

devotee on 
left. 

10 

Shiva- four armed God 
carrying abhaya, trisula, 
naga and katihasta. 

God wears usual 

ornaments and dress. 

No mount 

A seated 

ascetic on 

right. 

11 

Shiva- four armed God 
carrying varada, trisula, 
naga and other one broken. 

God wears usual 

ornaments and dress. 

Nandi on the 
left 

A seated 

devotee with 
folded hand 
in anjali 

mudra 

12 

Indra- four armed God 
standing in tribhanga 
carrying varada, vajra, 
broken and water vessel 

God wear karanda-mukuta 
and other usual ornaments 
and dress 

Elephant on 
the left. 

A seated 

bearded 
devotee with 
folded hand 
on the right. 

13 

Agni- four armed bearded 
Agni carrying varada, 
broken, book with spiral 
lotus stalk and water 
vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 

represented 

A male 

attendant 
carrying 
katihasta and 
staff on right 
and a seated 
devotee with 
folded hand 
on the left. 

14 

Shiva- standing in 

tribhanga carrying varada, 
spiral lotus stalk book and 
broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress but no scarf. 

No mount 

represented 

A male 

devotee 
stands on 

right and 

another on 

left. 

15 

Agni- four armed carrying 
varada, struck, book and 
broken which seems to be 
water vessel. 

God wears jata-mukuta 
with projecting plaits on 
both side and other usual 
ornaments but no scarf. 

No mount 

represented 


16 

Shiva- four armed God 
carrying abhaya, trisula, 
naga and broken. 

God wears usual 

ornaments and dress 

Nandi on the 
right. 
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17 

Shiva- four armed God 
carrying katihasta, bud 
like object with stalk in 
upper right and left hand 
and one hand broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 

represented 

A devotee 

with folded 
hand in 

anjalimudra. 

South-west corner 

18 

Shiva- four armed God 
carrying varada, book, 
hand broken and water 
vessel. 

God wears usual 

ornaments and dress. 

No mount 

represented 

A male 

devotee on 
the right. 

19 

Shiva- broken, book 

enriched at one end by a 
spiral lotus stalk, sarpa and 
broken. 

God wears usual 

ornaments and dress 

No mount 

represented 

A seated 

devotee on 
the left of the 
God. 

20 

Shiva- four armed God 
carrying varada, all other 
hands and head broken. 

Mukuta is not visible and 
other ornaments and dress 
as usual. 

No mount 

represented 

A devotee in 
anjalimudra. 

West Face 

21 

Indra- four armed God 
carrying varada, vajra, 
amkusa and water vessel. 

God wears Karanda- 
mukuta other ornaments 
and dress as usual. 

Elephant 
mount is 

represented 
on the left. 


22 

Yama- four-armed God 
carrying skull cup, 

damaru, khatvanga and 
probably a bell). Yama 
faces south and is in a 
ferocious attitude with 
raised curls studded with 
skull and hands protruding 
eyes, moustaches. 

God wears kundalas of 
snakes and usual 

ornaments and dress. 

Headless 
buffalo on 

the left. 

A male 

attendant 
supporting 
the long mala 
of the God on 
the proper 

left. 

23 

Nirriti-A nude four-armed 
God carrying sword, 
sickle, other hands broken. 
He faces west and he is 
shown as urdhvamedhra. 

He wears jatamukuta, 
kundalas, torque, anklets 
and wristlets of snakes, 
yajnopavita and long mala. 

A reeling 

nara-vahana 
on the left of 
the feet of the 
God. 


24 

Shiva- four armed God 
carrying rosary, spiral 
lotus stalk, broken. 

God wears jata-mukuta 
and usual ornaments and 
dress but no scarf. 

Nandi on the 
right. 

A seated 

devotee on 
the left. 

25 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and one hand 
broken. 

God wears jata-mukuta 
and usual ornaments and 
dress. 

Nandi on the 
left. 
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26 

Shiva- four armed God 
carrying abhaya, sarpa, 
book with spiral lotus stalk 
behind, one hand broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi seated 
on haunches 
on the left 


27 

Shiva- four armed God 
carrying varada, trident, 
book and broken. Head 
also broken. 

Mukuta is not visible and 
other ornaments and dress 
as usual. 

No mount 

represented 


28 

Shiva- four armed God 
carrying varada, sarpa, 
spiral lotus stalk and 
water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 

represented 

A seated 

devotee with 
folded hands 
on right. 

29 

Shiva- four armed God 
carrying varada, sarpa, 
book and broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 

represented 

A standing 
male devotee 
on the left. 

30 

Shiva- four armed God 
carrying varada, sarpa, 
trisula and broken. Head is 
also broken 

Mukuta is not visible and 
other ornaments and dress 
as usual 

Nandi on left. 


31 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress 

Nandi on left. 

A seated 

devotee with 
folded hands 
on right. 

32 

Varuna- four aimed God 
carrying varada, broken 
book partly encircled with 
lotus stalk and water- 
vessel. His head is broken. 

Except mukuta other 
ornaments and dress is 

same. 

Crocodile on 
the right 

A seated 

devotee with 
folded hands 
on left. 

33 

Vayu- four armed God 
carrying varada, flag with 
staff, lotus bud and 
broken. He also holds one 
end of the flag which is 
fluttering behind the head 
with his upper left hand. 

God wears karanda- 

mukuta and other usual 
ornaments and dress. 

This mount 
deer (doe) as 
regardant and 
the male deer 
as snugly 

couchant on 
the left. 

A seated 

devotee with 
folded hands 
in anjali- 

mudra on the 
right. 

34 

Shiva- four armed God 
carrying varada, trisula 
sarpa and water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on the 
right. 


35 

Shiva- four armed God 
carrying varada, lotus 
flower, book and water- 
vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
the left. 
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36 

Shiva- four armed God 
carrying varada, lotus 
stalk book and water- 
vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 


37 

Four armed God 

carrying varada, lotus 
bud, book and kati. He 
may be Shiva 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 



38 

God carrying abhaya, 
struk, spiral lotus stalk 
and water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 


39 

God carrying varada, 
spiral lotus stalk and 
water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 

A seated 
devotee on 
the left 

40 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta No 
mount represented 

No mount 
represented 

A standing 
male on the 
right and a 
seated 
devotee on 
the left. 

41 

Four armed God 

carrying broken, spiral 
lotus stalk, book and 
broken 

God wears karandamukuta 
and other usual ornaments 
and dress. 

No mount 
represented 

Two citrus 
fruits are 

representing 
on each side 

42 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 

the left 

A devotee 
with folded 
hands in 
anjalimudra. 

43 

Varuna- four armed God 
carrying varada, pasa, 
spiral lotus stalk and 
broken. 

God wears Crown and 
other usual ornaments and 
dress. 

Crocodile 
on the right. 

A devotee 
holding an 
oval fruit on 
the left 
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44 

Vayu- four armed God 
carrying flag with stalk, 
book, lotus flower and 
kati. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

A pair of 
deer one as 
regardant 
and other as 
couchant on 
the left. 


45 

Karttikeya- four armed 
carrying katoka, full 
blown lotus flower, 
book and broken. 

God wears a three peaked 
headdress and other same 
usual ornaments and dress 
but no scarf. 

Peacock on 
the left. 

A standing 
male 

devotee on 
the right. 

46 

Shiva- four armed God 
carrying abhaya pose 
with akshamla, trisula, 
sarpa and broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 


47 

Agni carrying kusa in 
abhaya pose, struk 
(defaced), book and 
water vessel. 

God wears jata-mukuta, 
and other usual ornaments 
and dress. 

No mount 
represented 


North-eastern Comer 

48 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 

A seated 
devotee 
with folded 
hand on the 
right. 

49 

Shiva- four armed God 
carrying varada, broken, 
book with spiral lotus 
stalk and water-vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 

A devotee 
on the left. 

50 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
right 


51 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left 
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52 

Kubera- God four armed 
whose two lower right 
hands are in varada 
pose, purse in two upper 
hands and other left 
hand broken. 

God wears 

karanadamukuta and other 
usual ornaments and dress. 

No mount 
represented 

A standing 
male 
attendant 
holding kati 
on the right. 

53 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk and broken. 

God wears jata-mukuta 
and other usual ornaments 
and dress 

No mount 
represented 

A seated 
devotee on 
the left 

54 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress 

Nandi on 

left 


B. MIDDLE ROW 

1 

Shiva- four armed God 
carrying katihasta, naga, 
book and trisula. 

God wears karanda- 
mukuta and other usual 
ornaments and dress 

Nandi on 
left. 


2 

Shiva- four-armed God 
standing in tribhanga 
and carrying varada, 
spiral lotus stalk, and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress 

Nandi on 
the right. 


3 

Shiva- four armed God 
carrying varada, trisula 
lotus, bud, and water 
vessel. 

God wears jata-mukuta, 
and other usual 

ornaments and dress but 
no scarf. 

No mount 
represented 

A seated 

devotee on 
the right 

4 

Shiva- four armed God 
carrying varada, full 
blown lotus, naga and 
broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress 

Nandi on 

left. 


5 

Shiva- four armed God 
carrying varada, trisula, 
naga and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress 

Nandi on 

the left 
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6 

Shiva- four armed God. 
His head and all the 
hands are broken except 
one carrying water 
vessel. 

God wears usual 

ornaments and dress 

No mount 
represented 

A kneeling 
devotee on 
right 

7 

Varuna- four armed God 
standing in tribhanga. 
Head and all his hands 
are broken 

God wears usual 

ornaments and dress 

Crocodile 
on the left. 


8 

Shiva- four armed God 
carrying abhaya, book 
with spiral lotus stalk 
behind, spiral lotus stalk 
and one hand broken 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 

A seated 
devotee on 
the right. 

9 

Shiva- four armed God 
carrying varada, trisula, 
naga and other one 
broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi is 

represented 
on the right 


10 

Shiva: four armed God 
carrying varada, trisula, 
naga and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
right 

A seated 

devotee on 
the right. 

11 

Shiva- four armed God 
carrying abhaya, spiral 
lotus stalk, book with 
spiral lotus stalk behind 
and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right 


12 

Shiva- four armed 

defaced God standing in 
tribhanga carrying 

broken, broken, naga, 
and water vessel. 

God wears usual 

ornaments and dress. 

Nandi is 

represented 
on the right 


13 

Shiva- four armed God 
carrying varada, trisula, 
naga and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left. 
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14 

Shiva- four armed God 
whose all hands are 
broken except one 
carrying naga. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left. 


15 

Shiva- four aimed God 
carrying varada, broken, 
naga and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 

A bearded 
devotee on 
the right. 

16 

Shiva- four aimed God 
carrying naga and water 
vessel while other two 
hands are broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 


A seated 
devotee on 
the right. 

17 

Shiva- four aimed God 
carrying varada, lotus 
flower, spiral lotus and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left 


18 

Shiva- four armed God 
carrying broken, trisula, 
broken and kati. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 


19 

Shiva- four armed God 
carrying varada, book 
with spiral lotus stalk 
behind, sarpa and water- 
vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi as 
regardant on 
the left 


20 

Shiva- four armed God 
carrying varada, broken 
lotus flower and kati. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 

A standing 
male 

holding kati 
and chakra 

West Faces 

21 

Shiva- four armed God 
carrying varada, trisula, 
broken and water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 

the right 


22 

Four armed God 

carrying broken, full 
blown lotus, lotus bud 
and broken. 

God wears jata-mukuta, 
and other usual ornaments 
and dress. 

No mount 
represented 

A tall 

nilotpala 
flower on the 
left of the 
God 
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23 

Shiva- four armed God 
carrying varada, trisula, 
spiral lotus and water 
vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the left 

A seated 

devotee with 
folded hands 
on the right 

24 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Headless 
Nandi on 
the right 


25 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the left 


26 

Shiva- four armed God 
carrying fruits broken, 
spiral lotus stalk and 
kati. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 

A bearded 

ascetic 
carrying 
some kind of 
fruit on the 
left of God. 

27 

Shiva- four armed God 
carrying varada, lotus 
bud, broken, water 
vessel. Head is also 
broken. 

Being headless figure, 
mukuta is not visible other 
ornaments and dress is as 
usual 

Nandi on 
the left 


West-north corner 

28 

Shiva- four armed God 
carrying broken, spiral 
lotus stalk, book and 
water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 


29 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, lotus flower 
and water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right 


30 

Shiva- all hands are 
broken except the upper 
right hand which carry 
full blown lotus flower. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the left 


31 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right 
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32 

Shiva- four armed God 
carrying varada, broken, 
broken and water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right 


33 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right 


34 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 


35 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the right 


36 

Shiva- four armed God 
carrying varada, broken 
and broken water-vessel 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the right 


37 

Four armed God with all 

hands broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 
represented 

A devotee 

carrying a 

Cylindrical 
object on the 
left. 

North Face 

38 

Shiva- four armed God 
carrying abhaya, trisula, 
spiral lotus stalk and 
kati. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 


39 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 
represented 

A devotee 
with folded 
hands on 

left. 

40 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the left 


41 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the left 
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42 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress 

Nandi on 
the left 


43 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water-vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress 

Nandi on 
the left 


44 

Shiva- four armed God 
carrying varada, trisula, 
book canopied by sarpa- 
hood and water-vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 
depicted 

A devotee 
with folded 
hands on the 
right 

45 

Shiva- four armed God 
who’s all the hands are 
broken except one 
carrying book. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the left 


46 

Shiva- four armed God 
carrying abhaya, lotus 
bud, sarpa and broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the right 


47 

Shiva- four armed God 
carrying object just like 
spiral lotus stalk, lotus 
stalk, book and water- 

vessel. 

God wears crown, now 
defaced and other 

ornaments and dress as 
usual. 

No mount 
represented 


North-eastern Corner 

48 

Shiva- four armed God 
carrying broken, sarpa, 
book and broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the right 


49 

Shiva- four armed God 
carrying varada, sarpa, 
broken and water-vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 

A standing 
devotee 
with folded 
hands on the 
left 

50 

Shiva- four armed God 
carrying broken, trisula, 
lotus flower and broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual 

Nandi on 
the right 
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51 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the right 


52 

Shiva- four armed God 
carrying broken, trisula, 
sarpa, and broken. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the right 


53 

Shiva- four aimed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the left 


54 

Shiva- four aimed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the left 


C. UPPER ROW 

1 

Four armed God 

carrying varada, spiral 
lotus stalk, book with 
spiral lotus stalk and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 
represented 


2 

Shiva- Four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the left 


3 

Shiva- four armed God 
standing in exaggerated 
tribhanga carrying 

varada, spiral lotus stalk, 
book and water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the right 


4 

Shiva- Four armed God 
carrying varada, spiral 
lotus stalk, book with 
spiral lotus stalk, and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 

the left 
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5 

Shiva- Four armed God 
carrying varada, full 
blown lotus flower, a 
spiral lotus stalk and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 


6 

Shiva- Four armed God 
carrying abhaya, broken 
lotus stalk and water 
vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual 

No mount 
represented 


7 

Missing 




8 

Missing 




9 

Shiva- four armed God 
carrying varada, full 
blown lotus, spiral lotus 
stalk, and water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the left 


10 

Shiva- four armed God 
carrying varada, book with 
spiral lotus stalk and water 
vessel. 

God wears jata-mukuta 
and other ornaments and 

dress as usual. 

Nandi on 
the left 


11 

Shiva- four armed God 
carrying varada, trisula, 
full blown lotus and water 

vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

No mount 

depicted 


12 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, naga and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
the left 


13 

Shiva- four armed God 
carrying varada, lotus 
flower, broken and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 


14 

Shiva: four armed- all 
hands are broken except 
one carrying naga. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left 
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15 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
right 


16 

Shiva- four armed 

carrying varada, spiral 
lotus stalk, naga and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
shown 


17 

No space , there is eaves 
of transepts at this place 




18 

Space occupied by the 
eaves of the transept. 




19 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sapra and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left 


20 

Shiva- four armed God 
carrying varada, lotus 
flower, lotus flower and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
left 


21 

Shiva- four armed God 
carrying varada, trisula, 
sapra and water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
left 


22 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, spiral lotus 
stalk and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 

A seated 
devotee on 
the left. 

23 

Four armed God 

carrying abhaya, lotus 
bud, book encircled by 
spiral lotus stalk and 
water vessel. 

God wears karanda 
mukuta and other usual 
ornaments and dress. 

Nandi on 
right 


24 

Four armed God 

carrying varada, trisula, 
sapra and water vessel. 

God wears 

karandamukuta and 

other usual ornaments 
and dress. 

No mount 
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25 

Four armed God 
carrying varada, lotus 
bud, spiral lotus stalk 
and water vessel. 

God wears 

karandamukuta and 

other usual ornaments 
and dress. 



26 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
right 


27 

Space occupied by eaves 
of transept. 




North- western corner 

28 

Four armed God 

carrying varada, spiral 
lotus stalk, water vessel 
and one hand concealed 
due to transepts eaves. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 


A seated 
devotee 
with folded 
hands on the 
right. 

29 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel. 

God wears jata-mukuta 
and other ornaments and 
dress as usual. 

Nandi on 
left. 


30 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Seems to be 
Nandi on 
left. 


31 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
right. 


32 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left. 


33 

A four armed God 
carrying varada, lotus 
bud, book and water 
vessel. May be Shiva. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
represented 

A seated 
bearded 
devotee on 
the right. 
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34 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left. 


35 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left. 


36 

Shiva- a four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 

A seated 
devotee 
with folded 
hands on the 
right. 

37 

No niche 




38 

A four armed God 
carrying varada, spiral 
lotus stalk and kati. One 
upper left hand and face 
concealed by the 

projecting eaves. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 



39 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, lotus flower 
and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left 


40 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left 


41 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, book and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left 


42 

Shiva- a four armed God 
carrying varada, spiral 
lotus stalk, book with 
spiral lotus stalk behind 
and water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

Nandi on 
left 
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43 

Shiva- four armed God 
carrying varada, trisula, 
spiral lotus stalk and 
water vessel. 

God wears jata-mukuta 
and other usual ornaments 
and dress. 

No mount 
depicted 

A seated 
devotee 
with folded 
hands on the 
left. 

44 

Shiva- a four armed God 
carrying varada, spiral 
lotus stalk, spiral lotus 
stalk and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress but 
without scarf. 

No mount 
depicted 


45 

A four armed God 
carrying abhaya, lotus 
flower, lotus and kati. 

God wears karanda 
mukuta and other usual 
ornaments and dress. 

No mount 
represented 


46 

Shiva- a four armed God 
carrying varada, spiral 
lotus stalk, sarpa and 
water vessel 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 

the right. 


47 

Shiva- four armed God 
carrying water vessel in 
lower left hand while 
other hands and one leg 
is concealed by 

projecting eaves of the 
transept and bracket. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi is 
also 

represented. 


North-eastern corner 

48 

There is no image at this 
place. 




49 

Shiva- four armed God 
carrying varada, spiral 
lotus stalk, indistinct 
and water vessel 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
left. 


50 

Shiva- four armed God 
carrying varada, trisula, 
spiral lotus stalk and 
water vessel 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 

A seated 
devotee 
with folded 
hand on the 
left. 
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51 

Shiva- four armed God 
carrying varada, trisula, 
sarpa and other one is 
broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the left. 


52 

Shiva- four armed God 
carrying kati, sarpa, 
book and trisula. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the right. 

A seated 
devotee on 
the left. 

53 

Shiva- four armed God 
carrying kati, sarpa, 
spiral lotus stalk and one 
hand is broken. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

Nandi on 
the left. 


54 

Shiva- a four armed God 
carrying varada, spiral 
lotus stalk, spiral lotus 
stalk and water vessel. 

God wears jata-mukuta 
and other usual 

ornaments and dress. 

No mount 
represented 


■ Band of sculptures serial no. 18 and 19 are on the end projection of south-west corner touching the 

transept of the garbha-gariha. 

■ Band of sculptures serial no. 36 and 37 appear on the end projection. 

■ Band of sculptures serial no. 42 and 43 are shown on the main north face. 

■ Band of sculptures serial no. 48 and 49 occur on the end projection. 

■ Band of sculptures between the sculptures no. 12 and 13 on antarala section contains erotic scenes. 


Erotic Sculptures 

Art and religion are interrelated. Art is primarily concerned with the cultivation of beauty 
through the physical medium. The poet Kalidasa has stated ‘na rupan pap-vrilliye’ beauty 
is not for sin. Kama along with Artha and Dharma is an important factor of human 
nature. Kama is the duty which has to be performed by every human being. Sex is the 
most vibrant energy of man which should not be the end in itself. It should lead the soul 
from lust to light in the goal through the arena of meditation. Several hypothesizes 
attempt to explain the presence of sensual figures in religious art. 

The Kandariya Mahadeva temple has volumes of erotic figures. The 
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representation of erotic scenes on the temple was considered as a normal and natural. 
From exterior to the interior, the temple has depiction of full art of eroticism just next to 
what Vatsyayana has described in his kamasutra. 40 The erotic scenes of both pre-coital 
and coital varieties are depicted in the temple. The pillars, architraves, ceilings, door¬ 
jamb of sanctum, the narathara or human activities row of the plinth, the row of the jagati 
or platform along with royal pastimes, battle scenes and dancers, the recesses of the 
jangha and niche of the superstructure show such erotic figures. Couples are also placed 
round the image of matrikas. One band displays an image of embraced couple, standing 
with one foot on the ground. The male figure is holding the thigh of the female with his 
hand and female is encircling the waist with her arms. There is another image in which a 
male figure is standing up and female is placing one foot upon his foot and raising the 
other leg to the height of his thigh, against which she presses it. She is encircling the 
waist with her arms and man seems to prepare to warm up. She holds and presses him 
forcibly, bends her body and kisses him. This is the posture of Vriksa dhirudha embrace. 

A sculpture shows that a male and a female figures standing facing each other 
and holding each other to bosom by closing encircling the waist, then taking care to 
remain still and by no means to move. In another panel a male is standing at the side of 
female, placing his hand beneath her chin, holding and raising it up to his face. There are 
certain postures of kissing also. In one sculpture a male figure kisses the upper lips of a 
female figure while in return, female figure kisses his lower lip. Another sculpture shows 
that one of them takes up both the lips of other between then. On the wall of this temple, 
there are postures of ‘Kiritti Utthila bandha’. 41 In this position female image clasps her 
hands and places her legs around the male figure waist and hangs, the male figure is also 
supporting her by placing his arms under hips. Another figure shows four human figures 
one of which is male. The male is copulating with one of the females while other two 
stands on either side of couple engaged in the sexual activity. The couple is facing each 
other. Their heads are tilted in a way that they seem to be looking each other. This figure 
is same as mentioned above but here the female coils her legs around her partner’s thighs, 
arches her back and tilts her head to face of the male figure and shows more 
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agility than her partner who is only bending his knee is an effort to consummate the 
sexual act. The female figure on the right the couple is standing at an angle with her eyes 
away from the center of the sexual action and female on the left is supporting the head of 
the copulating female for ease. There is also a sculpture of standing female with her hip 
bent at an angle and one of her hands between her breasts. This image is depicted in an 
adjoining frame. 

There is an image in which male figure raises only one leg of the female while 
other leg of the female is on around. Such posture is Hari Vi kr am utthita bandha. A 
male figure is laying straight holding his linga and trying to make sex with the female 
who is intending to sit with supporting her legs on the ground and holding the legs of the 
lying person. Another sculpture shows that a female image covering her secret part while 
adjacent male figure is raising the chin of another female and the same female is holding 
the linga of the male. Third male is putting the linga from behind while holding the arms 
of the female. Vatsyayana has described it ‘the congress and herd of cows’ - man engages 
with many women altogether. 43 On one row of this temple a female figure is kissing the 
mouth of male with embracing posture and there are also some images in while male is 
shown sitting, his mouth arms and legs touching the corresponding parts of the female 
partner. 

On the antarala section there is a band of erotic compositions consisting of three 
sculptures in the south side. The lower erotic panel shows a sexual inter course with the 
male standing up side down on his head. There are nude female attendant on each side, 
while the principle female has placed her hands on the shoulders of these two attendants. 
The male is pressing the vaginas of both the attendants with his upraised hands. The 
geometry in the compositional scheme of this head-down pose resembles the Kamakala 
Yantra of the Silpa Prakasa, an Orrissan Silpa Text. The middle erotic panel depicts a 
principle female embracing the male with her left hand and has caught hold the hairs of 
the male with her another hand. The hands of the principle male are kept on the thigh and 
loins of the female and are shown in action. The entire weight is supported on his right 
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Fig. 7.59 Erotic Fig. 7.60 Mithuna 

leg (now broken). Thus both are immersed into each other as single entity. A draped 
female attendant standing facing occurs on the right and a nude male attendant standing 
facing and holding his organ with his left hand is shown on the left. The female attendant 
has placed her right hand on the arms of the principle male and the male attendant has 



Fig. 7.61 Typical yogic posture Fig.7.62 Mithuna 
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placed his right hand on the head of the damsel. The attendants naturally wear an 
unconcerned look. The upper panel shows the erotic couple flanked by a nude female 
attendant on the right; hiding her nudity with her right hand and holding her scarf in her 
another hand. A nude male attendant is also depicted on the left of the couple who is 
holding the left arm of the principle female with his left hand. The main male bearded 
and is caressing the chin of the damsel with his right hand. So mithunas of all types are 
engraved in this temple. But it is important to note that gods are found on the same walls 
in their appropriate niches with the erotic groups in their chosen spots, but never has any 
divine or semi divine figure been included or integrated in the latter. 

Devanganas, Apsaras or Surasundaries 

Devanganas, Apsaras or the celestial nymphs and surasundaries amount to the finest and 
the most numerous of the sculptures of Khajuraho. Moreover “The naribandha is in 
dispensable in architecture, As a house without wife, as frolic without a women, so 
without the figures of a women, the monument will be of inferior quality and bear no 
fruit..., A place without love-images in the opinion of Kaulacaras always a base, 

forsaken place.a dark abyss.” 44 The Orissan text Shilps Prakasa describes 16 types of 

female figures in various activities such as nupurapadika, one with ankle bell, darpana, 
one with a mirror, and so on. There is a detailed description of 32 types of female figures 
in the western Indian text Kshirarnava. 

The hundred of surasundaries or apsaras, heavenly nymphs are represented on the 
jangha and in the minor niches of the facades and on the pillar or ceiling, brackets and on 
other architectural parts of the temple. These apsaras are shown in dynamic poses as well 
as involved in various activities such as dancing, playing kanduka, gazing into mirror etc. 
They are also depicted as wearing ornaments carrying lotus, mirror, water jars, raiment, 
ornaments offering, as divinities attendants and other activities associated with the 
nayikas. Some figures are shown as disrobing because of scorpions, yawing, scratching 
the back, touching the breasts, rinsing water from hair plaits, pulling out a thorns, 
founding a baby, playing with pets like parrots and monkeys, playing a flute 

345 


Indological Truths 



or Vina, writing a letter, painting their feet with henna, applying collyrium to their eyes, 
applying Vermillion in their partings or Bindi on forehead etc. So they are depicted in 
myriad moods and moments. 

In one posture, the celestial maiden is shown as closing the eyes with one hand 
and hiding the nudity with other hand and has a bird also. In another posture on the south 
east facade, she balances her simple body on the right leg and rhythmically turns around 
to remove a thorn from the upraised foot as though in dance pose. Her body below the 
waist is seen in full back view while her bust and head turned in three-fourth profiles 
while on the south facade, she is shown standing in three-quarter back view. One is being 
demanded by her pet monkey where as another is seen closing the eyes in a shy and 
coquettish manner. Most of the apsaras are shown standing in tribhanga posture wearing 
a headdress resembling karandamukuta. These apsaras figures are slender and have larger 
and thinner legs; the bust is less heavy than the apsaras shown in Lakshmana Temple. 

Vayala 




Fig. 7.63 Vyala 


Fig. 7.64 Vyala 
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It is also called sardula. This is composite creature having the body of a Lion and face of 
an elephant, goat, parrot or other animals and bird. The vayala was considered to be a 
projecting motif and is placed in recesses of the wall, and on the brackets of the pillar. 
Vayala are like ‘sacred threads’ of the temple as Isanasivagurudeva-paddhati 
(Kriyapada, II, XII, 93) calls them. 

Sculptures depicting social life and society 

Number of sculptures and friezes depicting social life and prevailing social conditions are 
carved on the temple. The artisans, sculptors, architects are frequently shown on the 
adhishana, some of senior architects are represented as bearded and shown standing or 
seated, surrounding by admiring crowd of disciples. The hunting scenes and hunters are 
also represented together with men carrying on poles the hunted animals like boar and 
deer. Wrestlers, acrobats (natas) and gladiators fighting elephant and lions are also 
depicted. Soldiers are shown with mahouts, horse-rider and attendants, grass-cutters 
standard-bearers, umbrella bearers and royal servants and attendant. 

The Chandella army consisted of three principal arms, viz. infantry, cavalry and 
elephants. The cavalry do not seem to constitute a regular arm although camel can be 
seen together with elephants, horses and footmen. The main weapon wielded by army is 
sward and shield, dagger and lances. Although bow and arrow are also used by army but 
generally these were generally used for hunting. The horse and elephants are represented 
with or without riders and preceded and followed by footmen carrying arms or 
haversacks containing provisions. The horse-man holds sword and lances, the mahouts 
carry goads and the attendants of elephants carry lances. The representation of military 
parades and rallies are of a ceremonial nature. The secular processions are marked by 
gaiety and revelry, dance and music while the religious processions shows devotee going 
out on a pilgrimage or with gaily accoutered horses, elephants and footmen carrying flags 
and banners etc. 

There are also some scenes of royal procession. The litter is placed on the back of 
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the elephant to carry important personages. The mahout in front and the attendant sit at 
the back of the litter. Generally princes are shown riding horses and footmen carry 
umbrella over their head. The dancing girls are depicted vaunting their charms and 
offering wine to their dupes. These girls mostly belong to the professional class of 
courtesans, who formed an important element of the contemporary society. The 
prostitutes formed as allied class and they are largely represented in naked in erotic 
scenes on the frieze of exterior and interior wall of the temple. 

The scenes of music and dancers are also commonly represented. Mostly the 
drummers and musicians are male, while the singers and dancers shown are females. 
Musical and dance performances were common recreations followed by drinking parties 
i.e. pana-goshthis. Playing with ball was also a favorite sport with fair sex. The pig 
sticking and deer hunting were also another popular game at that time. Wild boars and 
deer were hunted mostly with javelins; either on foot or from the horse or elephant backs 
but tigers was hunted from the back of elephant. The friezes depicting elephant running 
amuck and trampling man under feet or tossing up or tearing the unwary with the trunk 
are very frequently depicted on the adhishthana. Fights between elephants were also 
among the popular amusements of that time. 

Without any doubt it can be said that the Kandariya Mahadeva temple is the 
largest and most magnificent temple in Khajuraho and is also one of the greatest 
monument in India. From architectural view it is a nagara style temple. This temple is a 
sandhara prasada. The plan of this temple is similar to the Lakshmana and Vishwanatha 
temple with all rooms aligned to east to west on a central axis. But what distinguishes this 
temple from the others is that it presents each constituent element of the plan and 
elevation on a grand scale and considerable elaboration of design and ornamentation. 45 

Majumdar and Pusalkar (1957) have written about the sculptures of this temple 
as, “the sculptures of this temple are conspicuously slender and tall and show the richest 
variety of apsaras (damsels of gods) types in lively and often violently-agitated postures. 
Exhibiting mastery in the rendering of female contours and revealing a peak of 
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conscious sophistication and exuberant grace, these sculptures represent the high water¬ 
mark of the characteristic art-depiction of Khajuraho.” 

Saraswati (1957) has mentioned the beauty and excellence of this temple as follows, 
“Kandariya Mahadeva Temple at Khajuraho represents the finality of central Indian 
architectural movement-a consummation of a fruitful evolutionary and is at once brilliant 
in its conception and the most imposing in its perfect finish and grace. Central India 
affords many other temples of this type, but none can equal it. It fully deserves the high 
encomium lavished upon it by the critics of art in modern times.” 

But Ananya Gandotra (2011) who used computer generated documentation material 
in her study has found some problems with the Archaeological Survey of India (ASI) 
manual drawings of Kandariya Mahadeva Temple, which are as follows: 

1. The Shiva-linga is not exactly in the centre, there may be a few minute errors 
during construction. 

2. The diagonals are not passing through all edges of the mulaprasada properly. 

3. The distance from the ardhacandra of the sanctum to the mahamandapa is more 
than what has been shown in ASI drawings. 

4. The total length is lesser than shown. 

5. The width of mandapa and mukhamandapa is more than as shown in the ASI 
drawings. 
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Conclusion 


The history of the Chandella dynasty is reflected in the archaeological context through 
inscription found at the temples of Khajuraho, as well as, through the sculptural elements 
of temples themselves. An inscription dated V.S. 1011/954 A.D. near the Lakshmana 
temple and now built into the wall of the porch, engraved with 28 lines (49 verses in 
Sanskrit) gives genealogy of the Chandella dynasty from the rulers Nannuka to Dhanga 
who was ruler at the inscription date. Inscription of Dhanga dated V.S. 1059/1002 A.D. 
and V.S. 1173/1116 A.D., which is now built into Vishvanath temple also confirms the 
genealogy given in the previous inscription dated V.S. 1011/954 A.D. Particularly it 
means their earlier ancestors viz Atri, his son Chandratreya, the progenitor of 
distinguished race called after him. But according to a legend, the earliest Chandella chief 
was Chandravarman but there is no mention of this name in Chandella dynasty. But 
inscription mentions the name as Chandratreya. Hence it may be said that Chandratreya 
or Chandravarman was the original ancestor of Chandella dynasty. 

Chandella dynasty came into power in 740 A.D. Nothing is known about other 
rulers except that the first historical king was Nannuka, this local chief, found the 
opportunity to establish a militant force and with the help of which they established an 
empire that ruled for more than four centuries, ending in A.D. 1309. The earlier 
Chandellas were the feudal lords of the Partihara rulers and gained paramount in north 
India. Nannuka’s successor Vekapati extended the border of his kingdom and Vekapati’s 
successor, Jayashkati or Jeja even conferred his name on the region over which he ruled 
so that it came to be known as Jaijakbhukti. His son Rahila was also a great warrior. He 
got temples constructed and also dug up some ponds and lakes. An old lake near Mahoba 
is named after him as Rahil Sagar. The first notable Chandella prince was Rahil’s son 
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Harsha, who reinstalled his overload Kshitipala on the throne of Kannuaj which was 
shaken by Rashtrakutas. This achievement was probably commemorated by him by the 
construction of most famous Shiva temple known as Matangeshvara temple and which 
was the earlier sandstone temple to be constructed at Khajuraho in c. 900-925 A.D. His 
son and successor, Yashovarman alias Lakshvarman was even more powerful. He 
attained supremacy over the Pratiharas, the Kalachuris, the Palas and Parmaras etc. He 
built the Lakshmana temple, the magnificent temple of Lord Vishnu in 930 A.D. 
Yasovarman’s successor Dhanga (c. 950 - 1002 A.D.) seems to have finally repudiated 
the overlord ship of Kannuaj and extended his territories from Bhilsa to Gwalior and 
from Banaras to Narmada and included a major part of the central India and a substantial 
portion of Madhya Desa. During his regime, the king himself got constructed the Shiva 
temple known as Vishvanatha and another temple constructed was of Jinanath probably 
identifiable with Parshvanath which was built by Pahila a person honored by king 
Dhanga. Inscription found on the Mahamandapa door-jambs of the of the Parshvanath 
temple testimony it. The third temple which was constructed during his rule was 
Vaidyanath. It was built by Kokkala of Grahapati family of the Padmavati in the year 
1001 A.D. It is mentioned in the inscription of Kokkala dated V.S. 1058/1001 A.D. 
which is now built in the porch of the Vishvanatha temple. However this temple is not 
identified with any present temple. 

Ganda succeeded Dhanga (c. 1002 to 1015 A.D.). He got constructed the temple 
of Devi Jagadambi and Chitragupta. Ganda was succeeded by his son Vidyadhara (c. 
1018 to 1036 A.D.), who was most powerful ruler of his time and the Chandella dynasty 
reached the zenith of prosperity. He defeated the Kalachuris and the Paramaras the two 
contemporary rival rulers in central India and also organized an active and strong 
resistance against the foreign Muslim invader Mahmud of Ghazni. He continued the 
building activities and got constructed the largest and grandest temple of Khajuraho i.e. 
Kandariya Mahadeva. After Vidyadhara, the dynasty continued down to Vijaypala Deo 
(c. 1036-1050 A.D.), Devavarman (c. 1050-1060 A.D.), Kiritivarman (c. 1060-1100 
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A.D.), Sallakshanvarman (c. 1100-1110 A.D.), Jayavarman (c. 1110-1120 A.D.), 
Prithvivarman (c. 1120-1128 A.D.) and Madanvarman (c. 128-1165 A.D.). Madanvarman 
was a very powerful ruler and he defeated the ruler of Gujarat and Malwa as well as the 
Chedi royal family. Madanvarman was succeeded by his grandson Paramardindeva (c. 
1165-1203 A.D.), who was the last notable Chandella prince with a long and eventful 
reign. He had conflicts with Prithviraj Chauhan and Katubuddin Aibak. He had a defeat 
from Katubuddin and lost many parts of his kingdom including the hill fort of Kalinjar. 
His successor Trailokyavarman (c. 1203-1245 A.D.), recovered Kalinjar and lost some 
territory. But the successors of Trailokyavarman became very weak and the glory of the 
Chandella diminished. In spite of loss of political importance of Chandellas, the 
Khajuraho temples continued to shine in all their glory till A.D.1335. 

The temple at Khajuraho belonged to the Hindu and Jaina faiths. The three 
important religious i.e. Brahmanism, Jainism and Buddhism were in vague during that 
period. However the largest followers were of various Brahmanical sects. Chandella 
inscription and monumental remains reveal a dominance of Puranic religions with its idea 
of Trinity i.e. Brahma, Vishnu and Shiva. Most of the Chandella rulers including Dhanga 
were strong devotees of Shiva. Majority of temples at Khajuraho i.e. Matangeshwara, 
Kandariya Mahadeva, Vishvanath, Lalguan and Duladeva etc. are dedicated to Shiva. 
The temple of Brahma is actually not of Brahma, one of the Hindu trinity but dedicated to 
Shiva. The early kings of Chandella dynasty including Yashovarman were vaishnavites. 
Kiritivarman also had leanings towards vaishnavism. The most popular temples dedicated 
to Vishnu and his different incarnations are Lakshmana, Varaha, Vamana, Javari and 
Chaturbhuja. It is also presumed that the temples of Devi Jagadambi and the mined 
temple now called Khakra Math was dedicated to Vishnu. Sauras was another sect in 
vague at Khajuraho. The followers of this sect worship the sun Surya as the Supreme 
Being. Chitragupta temple was dedicated to Him. The sculptures of Surya are depicted in 
many temples. Shaktas and Ganpatyas sects of Hinduism also existed at Khajuraho at that 
time. Jainism was also quite popular; therefore a few temples which exist at present are of 
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Jainism i.e. Shantinath, Parshvanath and several other temples which now no longer exist 
probably were of Jain Tirthankaras. This fact is supported from a large number of images 
of Tirthankaras kept in the courtyards of Jain temples and housed in the museum. Some 
of the Jain images belonging to the Jain group of temples at Khajuraho bear inscription of 
Madanvarman dated V.S. 1205 and 1215 (1148 and 1158 A.D.), it may be conjectured 
that he was a Jain and as such he fostered Jainism in the region. Among the 24 
Tirthankaras, the first Tirthankara Rishabhanatha or Adinath was given highest place of 
esteem and reverence. Parshwanatha temple is also dedicated to first Tirthankara. 

In the modern temple of Shantinath also a colossal image of Adinath is enshrined. 
The Digambara Jain monks also lived at Khajuraho. This is evident from the fact that on 
the architrave above the sanctum doorways the 16-dreams of the mother of Mahavira are 
depicted. Buddhism was on decline at that time in north India. Though there is no temple 
in Khajuraho which is dedicated to this religion but Huien-Tsang reports to have seen 
many Buddhist monasteries here in 641 A.D. when he visited this place. Alexander 
Cunningham is also of the opinion that several mounds existed to the north and east of 
the Khajuraho Village are chief of the ruins of Buddhist monasteries. This is evident from 
the fact that the solitary image of Buddha which is also in a badly damaged condition has 
been found at Khajuraho. So the scholars are of the opinion that Buddhism was not 
completely absent in this region. 

The number of temples now extant at Khajuraho is 25. But according to local 
belief about 85 temples were constructed in about 13 sq. km of land in Khajuraho 
between 950-1050 A.D. This myth of 85 temples is not directly referred to any historical 
documents of medieval India and there is no sound proof supporting the myth. However, 
in 1980 the Archeological Survey of India (ASI) commenced a study of 10 km area along 
Khajuraho and located 18 mounds in the area. These mounds do not immediately prove 
that 85 temples were built by Chandella. There are 36 temples (or remnants of temples) 
that have been identified by the archaeologists and this 36 is very far away from 85, but it 
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does bring some truth to the myth. This substantial number indicates that Khajuraho was 
a religious capital. The temples of Khajuraho were built over a period of 100 years and at 
that time the power of the Chandella rulers was at its zenith. S.K. Saraswati affirms that 
the original temples referred in the Khajuraho inscriptions dating from A.D. 954-1002 
were all destroyed by Mahmud of Ghazni and the temples that now stand there dated 
from the middle of the 11 th century onward. Krishna Deva mentions that the earliest 
temple at Khajuraho cannot be much later than 850 and the latest after 1100 A.D. The 
chronology of the Khajuraho temples is controversial. There are some differences in 
versions of the archeologist who have excavated in this area. S.K. Saraswati is indeed the 
first scholar to critically study the relative chronology of Khajuraho temples on the 
scientific principle of art evolution. He has postulated that the temples without the 
transepts around the sanctum cellar and without the anga-shikhara, precede those that 
posses these significant characteristics. The nirandhara temple is earlier than the 
sandhara. When these temples are studied on the comparative method, they resolve 
themselves into two broad groups i) the earlier one consisting of the Chaunsath Yogini, 
Lalguan Mahadeva, Brahma, Matangeshwara and Vamana temples and ii) the later group 
comprising of remaining temples of Khajuraho. These Khajuraho temples can be divided 
into three geographical groups- eastern, western and southern. 

The temples in the architectural plans are primarily of two broad groups. The first 
group is the sandhara prasada where there is a built in circumambulation path around the 
grabhagariha. These temples are Lakshmana, Vishvanatha, Kandariya Mahadeva and 
Parshvanath temple. The remaining temples all belong to the nirandhara prasada group 
where the ambulatory is absent. These temples are built in Nagara style of architecture. In 
this style, the spire or shikhara is curvilinear in form and often have panchayatana plan or 
layout. The temples at Khajuraho begin with a very simple construction of mandapa and 
cella with a pyramidal structure roof. The temple constructed of just a mandapa is typical 
until the mid 10 th century A.D. the earlier group consisting of Chuansath Yogini, Lalguan 
Mahadeva, Matangeshwara and Varaha constructed in between 850 to 925 A.D. are 
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unpretentious structures. These temples consist of only a sanctum and a porch. The four 
and five compartmental temples were not present until the Lakshmana temple was built 
between c. 930- 950 A.D. The essential elements of plan i.e. mukhmandapa or porch, 
mandapa, antarala and grabhagariha are present in all remaining temples while in the 
larger temple lateral transepts with balconied windows are added to mandapa turning it 
into a mahamandapa. This mahamandapa is a hypostyle hall of considerable height and 
size, closed except for the balconied window on the lateral transepts, the mukhmandapa 
and the mandapa are low hypostyle compartments, open on three sides and provided with 
a continuous stretch of balconied opening of the kakshana design. The inner ambulatory 
around the sanctum was also introduced in the larger temples in which another pair of 
lateral and rear transepts was added. With two pairs of transepts cutting across the axis, 
the sandhara temples, therefore, resemble on plan a Latin cross with two principal arms, 
while the nirandhara one show only one cross-arm. Table 9.00 shows temple plans and 
also depicts the change from a simple temple to a more complex or multi-compartmental 
plan during Chandellas reign. The temples that were built during the mid 10 th century 
A.D. consisted of mukhmandapa, mandapa, mahamandapa, antrala and cella. Some of the 
larger temples e.g. Lakshmana, Kandariya Mahadeva and Vishvanatha also have 
subsidiary shrines at each corner, rendering the structure a complete panchayatana. All 
the subsidiary of Lakshmana Temple is still preserved while the subsidiary shrines of 
Kandariya Mahadeva temple are vanished and there exist only two in Vishvanatha 
temple. 

The earliest temple, Chaunsath Yogini, c. 850-900 was the only temple made 
entirely of granite. Every other temple at Khajuraho is primarily constructed of 
sandstone. The first set of temples including Lalguan Mahadeva and Brahma constructed 
c. 900-925A.D. are made of granite at base and sandstone at the upper levels. Over the 
time as the larger temples including Lakshmana, Parshvanatha and Ghantai are made 
with even less granite at the base and large quantities of sandstone above. 
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All the temples are built on high platform and are approached by a flight of steps 
like the Orissan temples, the plan exhibits projections on the outer wall and these 
projections form an integral part of entire scheme of the temple. Vertically, the 
Khajuraho temples have three main divisions on its elevation; the base (pitha), the wall 
(jangha) and the roof or tower or spire (shikhara). This is addition to the platform (Jagati) 
on which in the temple stands. The base or vedibandha is made of a series of ornamental 
mouldings sloping out. Over this rests the temple wall or jangha forming the central part, 
which consists of solid walls. The wall portion of the temples is interrupted by balconied 
window which admit light into the interior. The solid wall-spaces in between them are 
studded with two or more horizontal bands of exquisitely graceful and charming 
sculptures. The temples have a plan of alternate projections and recesses of intended 
structure. Curvilinear spires rise out of the wall portions of the four principal units of the 
temple. The roof over the entrance porch is lowest while on the sanctum it is highest. The 
roof of the sanctum culminated in the tallest spire or shikhara which is curvilinear in 
design and has lyrical outlines. The superstructure over the mukhmandapa, mandapa and 
mahamandapa are of pyramidal shape. Each shikhara has an amalaka and kalash which 
are not only ornamental but are of symbolic significance. 

Some of the salient features of Khajuraho temple architecture can be summarized as:- 

1. A unique feature of the Khajuraho temples is that contrary to custom, they are built 
without enclosures. 

2. The temples are erected on a lofty jagati-terrace with the stairs. 

3. The essential elements of plan- the mukhmandapa, mandapa, antarala and sanctum 
are present in all the temples and every part of the temple are connected with each 
other and arranged in the manner of cross. 

4. Pradaksina path- ambulatory passage around the sanctum is being constructed in 
some of the developed temples. In this way mahamandapa is connected with this 
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path. 


5. Sanctum is built slightly raised higher than the mukhmandapa. 

6. The sanctum has seven projection i.e. saptha-ratha both on plan and elevation. 

7. Over the sanctum there is a tall shikhara which is curvilinear. Below the shikhara, 
there are seven segments saptanga-badha. 

8. Around the shikhara urusingas of various sizes are being constructed like the shikhara 
in some temples. 

9. In the same way below the shikhara amga-shikhara are constructed up to the 
urusringa. The amga-shikhara is the main characteristic feature of Khajuraho temple 
architecture. 

10. Amalaka and kalasha are constructed in every shikhara. 

11. The entrance doors of most of temples have been built towards east. Ornate makara- 
torana on the entrance of mukhmandapa is presented only in three temples viz. the 
Lakshmana, Kandariya Mahadeva and Javeri. 

12. Mandapa open on three sides and enclosed by sloping balustrades (kakshasna). Its 
roof is usually carried on dwarf pillars and pilasters. 

13. The mahamandapa is supported on four tall pillars carrying a square framework of 
architrave which is first turned into an octagon and then into a circle supporting a 
ceiling of overlapping concentric courses (geometrical and floral designs). 

14. The bracket capital figures are of apsaras, salbhanjikas (women with trees) and 
kumaras (atlas-like figures) which are constructed in sensuous and charming postures. 

15. The ornate doorway of the sanctum has one or more Chandra sila (moon-stone). 
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16. The outer sides of the temples are well decorated with two or three bands of 
sculptures around outside sanctum following the alternate projection (ratha) and 
recess. Figures of Gods and Goddesses, Dikpalas, surasundaries, nayikas, nagins, 
mithunas vidyadharas and sardulas are constructed in all round and relief 

17. Gavaksha nets (jalas) are frequently being constructed on the remaining outer wall 

The Khajuraho monuments are not as large and imposing as the Orissan temples, 
but they achieve their architectural effect by their graceful proportions and superb surface 
decoration. The Khajuraho temple is unique in showing a saptaratha sanctum with a 
saptanga-bada while the Orissan temple generally has a pancharatha sanctum with a 
pachnga-bada and that of Rajasthan, Gujarat and Kathiawad, a pancharatha sanctum with 
normally a trianga-bada and only rarely a panchanga-bada. In Orissa, the shikhara over 
the sanctum is unencumbered by subsidiary towers and shows a characteristic vertical 
outline with a pronounced curve only near the top. The lower and upper part of tower 
(deul) is called bada but above it is made up of three parts consisting of the tall middle 
part (chappra), the flat disc at summit (amla) and finial or holy vase (kalasha). The four 
principal compartments of the developed Orissan temple viz. sanctum, mandapa and the 
two separate ancillary halls, respectively known as rekha-deul, jagmohana, nata-mandira 
and bhoga-mandapa, are disposed axially and combined become inordinately long and 
inorganic, in contrast to the compact and integrated complex of Khajuraho and an 
enclosure wall usually exist around the temple in Orissa. From the point of view of erotic 
composition and contents there is not much to distinguish between Khajuraho and 
Orissan temples. Percy Brown has very aptly written that the Khajuraho temples can only 
be compared with those of Orissan types and after comparison it is evident that the 
beauty of Khajuraho temples with their flourishing profiles is superb. The world of art of 
Khajuraho was built on principles of rhythm and balance. 

The developed temples at Khajuraho have fixed and almost uniform elevation 
proportion. Thus each temple was erected on elevated platform measuring 2.74 m to 3.34 
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m which was almost equal in height to the adhisthana comprising upapitha, pitha and 
vedibandha. Again the jangha up to the ceiling level approximated in proportion to the 
adhisthana. The main shikhara (measuring 18.24 m to 27.36 m height above the platform 
terrace) was 2 to 3 times the height of jangha and adhisthana. As regards the ground plan, 
the total length of the temple (15.2 m to 25.84 m) minus the flight of steps was about the 
same as the maximum width of the structure. The sanctum (2.44 m to 3.04 m square) 
which was practically cubical was three times the width of its doorway, while the height 
of the doorway was twice of its own width. The image of the main deity of the temple is 
placed in the centre of sanctum. Each part of the edifice and its sub part down to the 
minutest moulding had certain set measures and proportions which were fixed either 
canonically or traditionally. But Ananya Gandotra (2011) who used computer generated 
documentation material in her study has found some problems with the Archaeological 
Survey of India manual drawings of Kandariya Mahadeva Temple, which are as follows: 

1. The Shiva-linga is not exactly in the centre, there may be a few minute errors 
during construction. 

2. The diagonals are not passing through all edges of the mulaprasada properly. 

3. The distance from the ardhacandra of the sanctum to the mahamandapa is more 
than what has been shown in ASI drawings. 

4. The total length is lesser than shown. 

5. The width of mandapa and mukhamandapa is more than as shown in the ASI 
drawings. 

A close study of two most representative temples of Khajuraho namely, the 
Lakshmana and Kandariya Mahadeva reveals that both the temples are planned on one 
axis. Both the temples are sandhara. The main structures consist of central shrine with a 
processional passage around a big audience hall i.e. mahamandapa, an assembly hall i.e. 
mandapa and an entrance porch or mukhmandapa. The ornate makara-torana i.e. the 
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profusely carved arched entrance is preserved in both the temples. Lakshmana temple 
shows a makara-torana of two loops, flanked by a pair of large spirited figures of 
gladiators forcing open the mouth of each makara while Kandariya Mahadeva temple 
have makara-torana of four loops without the flanking figure. Both are panchatayana 
temple. All the subsidiary shrines of Lakshmana temple are still preserved while the all 
subsidiary shrines of Kandariya Mahadeva temple are vanished. Lakshmana temple is the 
earliest organised and well-planned temple of Khajuraho which was constructed by king 
Yashovarman in about A.D. 950 while Kandariya Mahadeva is more magnificent and has 
mature plan and designs and is the largest and longest monument of Khajuraho. It was 
built by king Vidhyadhara in about A.D. 1030. This temple was built after Vishvanatha 
temple, so it has similarities with Vishvanatha temple while the Lakshmana temple has 
similarities with Brahma temple in roof form. 

Overall dimensions of Lakshmana temple is 29.87 x 13.79 m and its height is 80' 
(above its own floor) while the dimension of Kandariya Mahadeva temple is 30.5 x 20 m 
and height is 88'(above its own floor) and both the temples are made of sandstone. Both 
the temples stand on 3 m high jagati or platform. Only a bit of the original facade of the 
platform seems to have survived in Kandariya Mahadeva temple at the south-eastern 
comer on the flank of the imposing flight of steps leading to its terrace while the jagati of 
the Lakshmana temple is decorated with the usual medieval mouldings i.e. bhitta, jayda- 
kumbha, projecting pattika, khura, kumbha, kalasha including a recessed course with a 
frieze showing hunting and battle scenes, processions of horses, elephants and soldiers 
and other miscellaneous representations including domestic and erotic scenes. 

A reconstructed flight of eleven steps leads to the terrace of Lakshmana temple 
while Kandariya Mahadeva has 16 steps with one chandrasila. Lakshmana temple has an 
intact parapet in the form of setback which is largely located in the northeast but little bit 
is still in the southwest side as well but Kandariya has no parapet. The Kandariya 
Mahadeva is the only temple of Khajuraho where the platform shows projections on the 
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lateral sides and the rear, corresponding to the projections of the transepts. Both the 
temples has the loftiest adhisthana with the most numerous and elegantly-ornamented 
mouldings. 

The adhisthana of Lakshmana temple comprises of a pitha and a vedibandha. The 
main components of pitha are- (i) a plain bhitta (ii) ornamental bhitta decorated with 
stenciled scrolls (iii) karnika (iv) bhitta decorated with lotus petals with a beaded band 
below (v) jayda-kumbh carved with stencilled tamala-patras below and thakarikas above 
(vi) minor recess or antara-patta decorated with kunjaraksha design (vii) grasa-patti (viii) 
broad gaja-pitha showing projecting foreparts of seated elephants carved in round, 
flanked by mahouts or couples (ix) kapotapali decorated with thakarikas above and 
gagarakas emanating from the lotus petals below. 

The main components of vedibandha are (i) khura (ii) kumbha with a central 
projecting band of grasa-pattika (iii) kalasa (iv) a recessed course showing a procession 
of elephants and devotees and miscellaneous representation including domestic and erotic 
scenes (v) a pair of minor pattikas decorated respectively with a frill of triangles and 
gagarkas (vi) kapota decorated with thakarikas (vii) projecting pattika decorated with 
processional frieze, disposed in compartments. 

In the same way the mouldings of adhisthana of Kandariya Mahadeva temple are 
also bhitta above these comprise of ornate course decorated with stencilled scrolls and 
lotus petals, chippika, karnika and projecting pattika with circular rosettes. But only the 
difference that broad gaja-pitha showing projecting foreparts of seated elephants one in 
carved around the Lakshmana temple is not shown in Kandariya Mahadeva. The 
vidibandha moulding is also same and shows nine principal niches framed by pilasters 
and chhadya canopy. The niches crowed by an elegant udagama contains important 
images of Gods and Goddesses. The jangha shows walls studded with statuary or 
balconied windows with ornate balustrades in both the temples. The solid wall spaces are 
decorated with two rows of sculptures in Lakshmana temples while there are three rows 
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of sculptures in Kandariya Mahadeva temple. The sculptures contain the figures of 
divinities, celestial beauty, nagins, couples and erotic scenes. These rows of sculptures 
are demarcated by series of mouldings. 

In the Lakshmana temple these rows are separated by a pair of two pattika, the 
lower carved with a frieze of Vidyadharas carrying garlands or playing on musical 
instruments, the upper with a projecting band of kirritimukhas and upper row of 
sculptures is topped by a projecting pattika decorated with heart-shaped foliage while 
lower one of Kandariya Mahadeva temple consists of a projecting band of kirritimukhas 
with a frieze rosettes below. The upper one consist of a projecting pattika decorated with 
stencilled scrolls with a frill of triangular design below and first series of moulding is 
repeated above the third row of sculptures. The two-tiered eave-comice of Lakshmana 
temple comprises a pair of kapotas with intervening recesses, decorated with diamonds 
and kunjaraksha motif. The eave-cornice of Kandariya Mahadeva Temple also comprise 
a pair of kapota intervened by a broad recess showing diamonds in niches and upper 
kapota is again surmounted by a recess. The windows of Lakshmana temple have a 
balustrade showing decorative mattavarana having elements like rajasena, vedika, 
asanapatta and kaksana. The roof of balconies displays tilakas, ghanadhravas and 
udgamas and in the same ways the Kandariya Mahadeva temple has these basic elements 
and the comers of the eaves support figures of elephants carved in the round as on the 
Visvanatha temple. 

The shikhara of the Lakshmana temple is of 29 andakas, comprising 4 urah- 
sringas and 24 smaller sringas clustered around the mulamanjiri and is completely carved 
with a mesh of chaitya-arches. It is Shekhari Type-I with a central cluster which is 
developed form of a Proto-Shekhari Type-I. The mulamanjiri or core-spire has three 
angas viz. ratha, pratratha and kama and is of seven bhumis (storeys) marked by six 
bhumi-amalakas, each of a semi-circular section while Kandariya Mahadeva Temple is a 
shekhari Type-V, have components- 1 mulamanjiri, 12 urahsringas, 12 nashta 
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urahsringas (quarter urahsringas), 28 karnasringas, 8 kutasringas and 24 quarter nashta 
sringas. The main stem of the mulamanjiri is of the chaturanga or sapta-ratha variety 
comprising ratha, nandika, pratiratha and kama. The main shikhara is of 12 bhumis 
indicated by 11 bhumi amalakas of semi-circular section. All the rathas of shikhara are 
covered with a mesh of chaitya-arches (thakarikas). The crowing members of the 
mulamanjiri above the griva comprise amalasaraka, three chandrikas, smaller amalaka, 
chandrika, kalasha and vijapuraka in both the temples. The central ratha of shikhara 
projects like a tongue beyond the shoulder course, which constitutes a distinguishing 
feature of the central Indian temple architecture. 

The curvilinear form of primary tower is repeated in the roofs of the mandapas 
viz. mahamandapa, mandapa and mukhmandapa in both the temples. This compares 
versus temples of Orrissa in which vimana tower above the sanctuary is the only vertical 
component, the mandapa’s roof maintains a tiered pyramid shape with strong horizontal 
mouldings that detract from its overall upward thrust. Further, the mandapas create a 
smooth rise from the entrance way to the dramatic summit over the sanctuary. The 
architect has clearly emphasized the progressive ascent and descent of the superstructures 
converging to the higher pinnacle and has created a semblance of a mountain i.e. Mount 
Meru the holy mount of Shiva. 

As far as interior of the temple is concerned, the temples of Khajuraho are also 
lavishly carved in its interior and have distinct interior architecture. The porch of both the 
temples rests on four bhadraka type (square section with cardinal projections) pillars and 
mandapa is carried on eight similar pillars and four pilasters. The upper pillars of 
mukhmandapa and those of the inner row of the mandapa of Lakshmana temple are 
carved in upper half with designs of kirritimukhas, lotus scrolls and nagins flanked by 
vyala in relief. All of them bear a design of vase and foliage on the tops section of the 
shaft. In the same way the shafts of Kandariya Mahadeva temples are decorated with 
stencilled scrolls and pot and foliage on upper one third parts. The brackets support a 
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beam decorated with stencilled scrolls, a band of kirritimukha enclosed within garland 
loops and rosettes. Their capitals are square surmounted by brackets representing 
atlantean figures. There are four pillars in mahamandapa in both the temples. These 
central pillars have a plain shaft and heavy base with usual khura, kumbha, kalasha and 
kapota mouldings. The capitals of usual design surmounted by brackets carry four layer 
kumaras (atlantean) in Lakshmana temple while there are eight atlas figures in Kandariya 
Mahadeva temple. 

The design and the execution of the ceilings in temples of Khajuraho boast an 
unrivalled design of artistic skill. The ceilings of all chambers are decorated and the 
shallow dome over the mandapa is most elaborate. The ceiling of mukhmandapa of 
Lakshmana temple consists of four concentric circles of coffered cups i.e. kola course 
with a long padmakesara, issuing from the centre. Each kola represents a complete 
section of flower including the central seed pod which is clearly delineated. The ceiling 
of mandapa has five concentric flowers, each of three tiers of coffered cups, the central 
one is deeper than the remaining and ceiling of mahamandapa consists of three cusped 
course marked with ribs, each terminating in miniature figure of an adoring naga, just like 
of mukhmandapa. Above the corbelled courses the ceiling is flat and ceiling of 
compartment between mahamandapa and vestibule is also flat decorated with three 
lotuses in relief. While the ceiling of mukhmandapa of Kandariya Mahadeva temple 
shows five cusped flowers of three tiers of coffered cusps each, design just like of ceiling 
of mandapa of Lakshmana Temple. The ceiling of mandapa shows a circular design of 
eight flowers, each of two tiers of coffered cusps, with a large void, diameter IV 2 in the 
centre, representing the seed pod while the ceiling of mahamandapa comprises five 
concentric circular flowers, each of three cusped courses with a central pod and ceiling of 
compartment between mahamandapa and vestibule consists nine concentric circular 
flowers, each of three cusped courses with a central pod. The central flower is deeper 
than the other. 
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The sanctum of Lakshmana temple can be approached by pair of chander sila 
(moon-stones) and sanctum of Kandariya Mahadeva temple have four stepped moon¬ 
stones. The doorway of sanctum of Lakshmana temple is of sapta-sakha variety i.e. seven 
ornate bands while the doorway of Kandariya is of nine bands. These bands or sakhas 
contains different conventional auspicious motifs; mithunas, creepers, dwarfs. It is 
guarded by dvarpalas and purified by the river goddesses Ganga and Yamuna. The plan 
of the sanctum, with its inner ambulatory resembles a three dimensional yantra in both 
the temples, with the eight comers guarded by the dikpalas and Vasus. It is the modest 
chamber having four pilasters of bhadraka type whiles the pair of eastern one of entrance 
of Kandariya Mahadeva temple, is quite plain. These bhadrka type pilasters have usual 
base, decorated shafts, usual ornate capitals and brackets. The Kandariya Mahadeva 
temple has kumara brackets. These brackets carry a beam of three offsets decorated with 
stencilled scrolls, grass-pattika and a frill of triangles. The beam corners a comice 
decorated with lotus petals. The cornice supports the ceiling made up of two interesting 
square in both the temples. The Lakshmana temple is the only temple at Khajuraho to 
show on the sanctum ceiling figural friezes and a padma-sila and is inspired by the 
contempory Rajasthan architecture while the ceiling of Kandariya is decorated with lotus 
flower in relief and its corner with kirritimukhas and scrolls. The interior walls of 
sanctum are plain in both the temples except a niche in the south wall and bracket shaft in 
the north wall. The image of standing Vaikuntha, the main deity of Lakshmana temple 
surrounded by a large prabhavali, is enshrined on a elaborate pedestal while a and stone 
pattika supporting a marble Shiva-linga is enshrined in the middle of sanctum of 
Kandariya Mahadeva temple. The pattika is 1.06 m high and shows the mouldings of 
jadya-kumbha, kalasha and pattika with recesses in between. 

Lakshmana temple still has all the four subsidiary shrines at the four comers of 
the platform. All the four shrines are trianga (pancha-ratha) on plan as well as in 
elevation and are alike in design. These shrines are in different stages of preservation, 
shrines at south east and north-west corners are being better preserved than the remaining 
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two. These small shrines consist of a sanctum with an ekandaka shikhara, a constricted 
kapili of one ratha and a porch carried on a chatushki of two pillars and two pilasters. The 
pillars have a square base and a capital carved with a design of a vase-and-foliage in bold 
relief. Their jangha carries only one row of sculptures showing gods and goddess in the 
niches bhadras, dikpalas and apsaras on other rathas and vyalas in recesses. South¬ 
western shrine also shows a second row of sculptures. The basement shows usual 
mouldings and doorway of sanctum is of tri-shakhas variety. The sanctum comprises of 
two chaturshkis made of six pilasters of bhadraka type. The ceiling of these shrines are 
decorated with kirritimukhas in the corners, tamala patras on edges of the slabs and with 
a lotus flower in relief on the soffit to the square while the ceiling of north western shrine 
is of different type. 

The sculptural art of Khajuraho temples is unique as well as superb. The foremost 
feature of Khajuraho temple is unique harmonization of architecture and sculpture. In 
Khajuraho temples architecture and sculpture went hand in hand and it seems that 
sculptures have surpassed architecture. These temples present a rich and varied 
iconography of pantheon belonging to Brahmanical faith as well as the Jaina faiths. These 
temples are dedicated to principal Hindu deities. Different Hindu icons viz. Brahma, 
Vishnu, Mahesha, Surya, Ganesha and Devi are represented invariably with their consorts 
in the tune with the prevalent religious atmosphere. Besides these, Hanumana, different 
incarnation of Vishnu, the Dikpalas and Adityas, Devi in various forms, Navagrahas are 
shown in the temples of Khajuraho. The synergetic trend among different religious sects 
of Hinduism is reflected in such figures as Hariharapitamaha. A hearty understanding 
was reached between the followers of Hinduism and Jainism is evident from the Jaina 
temples of Khajuraho. The walls of the Jaina temples team with the gods of the 
Brahmanical faith. The sculptor at Khajuraho filled the temples inside and outside with 
numerous form. His sculpture, however, grew out of a fused with the architecture. They 
have carved and painted even the images of deities with the colours of their own mind. 
The dresses, ornaments, hair style and cosmetics of gods and goddesses and other 
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sculpture are noteworthy. The sculptures are set on panels of different sizes ranging from 
2.5-3 feet in height and others are slim 2-3 inches. The sculptures are made out of 
sandstone found in Vindhya hills around the village. The sculptures depict the finest 
details and give the temple wall an almost three dimensional appearance. 

The hundred of divinities carved on the walls and niches of inner halls are 
conceptually integrated with the central divinity enshrined in the sanctum. The 
Lakshmana temple is dedicated to Lord Vishnu. The 42 verse of inscription of the temple 
mentions that Yasovarman built this splendid temple of Daityarati-Vaikuntha as 
Daityatri, the enemy of demons that is why Lord Vishnu and its incarnations are carved 
mostly in the temple. The Kandariya Mahadeva temple is dedicated to Shiva, so we find a 
highly structured metaphysical to order of the Saiva tantric system in its images and their 
placement in the scheme of the temple. We can note the iconic expression of the 
unfolding of Super Being in different form of Sadasiva, Mahesa, Rudra, Vishnu, Brahma, 
Vidyesvaras and other subordinate beings in the images of Kandariya Mahadeva temple. 

Contrasting with the excessively plain treatment of the Orissan interiors, the halls 
of the Khajuraho temples are richly decorated with sculptures. Lakshmana and Kandariya 
Mahadeva temples are of sandhara type, which means space specially designed for the 
circumbulation around the sanctum. It is the walls of this unit on which ample room is 
provided to receive figural sculptures. There are 8 Vasus, 8 Dikpalas 12 Krishna-Lila 
scenes, 12 Vyalas and 24 surasundaries along with Vishnu’s incarnations on the three 
sides of the sanctum of the Lakshmana temple. Being the Vaikuntha temple, incarnations 
of Vishnu are represented in the cardinal niches of the sanctum. In the southern niche 
four-armed Nri-Vahana is shown standing in Pratyalidhasana under a canopy of lotus 
leaf. In this incarnation Lord Vishnu liberated the earth from the clutches of the demon 
Hiranyaksha after killing him and brought out the earth from the under of the ocean, 
using its two tusks. While the earth goddess is shown sited on the elbow of upper left 
hand of the God and God is looking at her and not smiling her as Bhu-vahara should. 
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The western bhadra niche shows the incarnation of Vishnu twelve-armed 
Narsimha, having upper portion of his body of lion, killing of Hiranyakasapu the demon, 
ripping open his belly in the evening light, neither day nor night. In the northern cardinal 
niche Ghana-dvara four-armed horse-necked Hayagriva is standing in sambhanga as 
padmasana. Lord Vishnu took the incarnation of Hayagriva to kill the demon Hayagriva. 
Lakshmana temple is a Vaikuntha temple and Vaikuntha image has three faces, the 
central face is of human and Lion i.e. Narasimha on the right and a boar i.e. varaha on the 
left. The varaha and Narasimha incarnations may be represented on the sanctum wall on 
this principal. But in the temple varaha image is on the southern cardinal niche. All living 
beings should observe Pasupata vrata worship the Linga and obtain release. The main aim 
of placing the Mahesha’s lila-murti in the cardinal niches of the lower jangha of sanctum 
of Kandariya Mahadeva temple is to teach the greatness of Pasupata system. All the 
Puranas are specific about this point. A sixteen-armed the Andhakasurasamharmurti 
crushing the demon Andhaka in the south, a sixteen-armed Shiva as Tripurantaka 
destroying the tripuras, the three cities of demon with an arrow is shown in the north and 
sixteen-armed Nataraja Shiva dancing in the evening depicted in the western cardinal 
niche. The upper cardinal niches of sanctum of Lakshmana temple are unique 
representation of Matsya and Kurma incarnation of Vishnu in the human form. These 
incarnations are generally portrayed in their natural form of fish and tortoise or as Nri- 
Matsya and Nri-Kurma form. But in this temple Yogasana Vishnu with kurma marked on 
his seat as indicating his identity as Kurma-Narayana in human form is placed in the 
upper cardinal niche in the south. Matsya Narayana is represented in the northern upper 
cardinal niche. This is an unusual form of Kurma admid Narada and the seven Rishis to 
whom he gave a discourse on ultimate knowledge. On the occasion of charming of the 
ocean like kurma, in the form of Matsya, Vishnu gave discourse to vaivasvat Manu and 
the seven Rishis. According to Hindu myths, Matsya avatara was taken by Mahavishnu at 
the end of Satyuga, when the world was destroyed by great flood. Lord Matsya appeared 
twice in this kalpa. First, during the Svayambhuva-manuvantara he killed the demon 
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Hayagriva and received the Vedic literature. Later at the end of the Laksusa-manvantara, 
he appeared and bestowed his mercy on king satyvarta (Manu). Yogasanavishnu-Matsya 
and Hayagriva incarnations are placed in upper and lower cardinal niches of the same 
wall as both are associated with the restoration of the Vedas. The story of Matsya Avtara 
has been described in chapter 24 of the eighth canto of Srimad-bhagavatam. 

The cardinal niche of west shows the Vishnu-Narayana in dhayana-mudra 
surrounded by ekantin devotee of Sveta dvipa. This sculptural panel takes us into the 
heart of the Pancharata. The Pancharatha is a mysterious knowledge which is taught to a 
person who is entirely devoted to Lord Vishnu with a singleness of mind and strict 
discipline. The upper bhadra niches of sanctum of Kandariya Mahadeva temple show the 
images of Vishnu above the Shiva-lila murti except the western wall which contains eight 
armed dancing Shiva playing on Vina. This image perhaps represents Shiva as Vinadhara 
Dakshinamurti and suggests the temple’s affiliation to Urdhva-sawa sub sect of Saiva 
Siddhanta as this image is placed above the Natraja Shiva. Four-armed Vishnu seated in 
lalitasana on his Garuda vahana is shown in the south and seated Lakshmi-Narayana in 
the northern upper cardinal niche. Originally, Vaishnavism was known as Ekantika 
Dharma. Subsequently with minor difference it came to be known As the Pancharratrika 
dharama, the Narayaniya dharma and soon after the beginning of the Christian era, the 
abhiras added the worship of Vishnu in the form of Vasudeva Krishna. So Krishna-lila 
scenes/episodes are also included in the sculptural programming of sanctum wall with 4 
lila scenes in small niches in each side of the wall. Here the episodes of infancy, 
childhood, boyhood and adolescence of Krishna are mixed up in their placement in the 
temple these scenes are not arranged according to the story sequence. The sanctum wall 
of south shows (i) Trinavarta vadha- Krishna slaying the storm demon in Gokula. Here 
agitated Krishna is shown as boy instead of child (ii) Balarama slays Suta Ramaharshana 
in Naimasaranya. Balarama is shown striding towards the Suta and striking him with the 
plough held in his right hand (iii) Four-armed Krishna vanquishes a powerful wrestler 
Chanura in Mathura (iv) Four-armed Krishna killing the gigantic elephant of Kansa in 
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Mathura. The western wall of the sanctum contains the- (i) four-armed Krishna 
subjugates Kaliya Sarpa in the river of Yamuna at Varindavana. Kaliya is shown as 
human faced serpent looking up top Krishna in helpless submission with his threaded 
mouth and hands in anjali-mudra. (ii) Two-armed Krishna defeats the wrestler sala in 
Mathura. Krishna has raised the gada in his right hand to strike the sala’s hand that 
defends his head against the blow of gada with his appraised right hand, (iii) The hunch¬ 
backed kubja tuma into beautiful women by the grace of Krishna and the god is offering 
scented paste to Krishna and the god is mirthfully (iv) Four-armed curly haired child 
Krishna overturning the cart in Gokula. 

While the north wall of the sanctum shows- (i) Two-armed Krishna killing the 
bull demon Arishtasura in Vraja. He is violently wrenching the right horn and muzzle of 
the bull with his right hand and crushes the bull under his right leg (ii) Yamalarjuna 
episode in Vraja. Krishna uproots the twin Arjuna trees shown with human heads of two 
Yaksha brothers Nalakubera and Mangriva, who well turned into trees by the curse of 
Narada (iii) Demoness Putana’s deliverance in Gokula Krishna is represented as a nude 
standing baby sucking the left breast of Putana who is seated in lalitasana with both her 
hands raised in mortal agony by the fierce sucking (iv) Four-armed Krishna killing the 
calf demon Vatsasura in Varindavan. Young Krishna pounces upon the calf demon by 
pressing its down with his right leg and aggressively twists the tail and muzzle of calf 
with his lower right and left hands. 

So it is significant to note that in sculptural depicts of Krishna Idas, Krishna is 
represented as Daityari who vanquishes enemies like Vaikuntha-Vishnu Lakshmana 
temple represent Krishna heroic and miraculous encounters rather than his childhood 
pranks. 

Dikpalas are guardian deities who guard against evils or vighnas from the 
direction. The consecrated sacred space should be guarded in its eight comers by dikpalas 
and vasus. Dikpalas who assist in the affairs of universal management and are an 
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important part of vasti, Indra, Agni, Yama, Nriti, Varuna, Vayu, Kubera and Isana 
reviles in the east, south-east, south, south-west, west, north-west, north and north-east 
respectively. Dikpalas, Vasus, devanganas is and vyalas are also included in sculptural 
plan of sanctum of both the temples. In the Lakshmana temple, subsequent to the figure 
of devangana is placed a vyala followed by devangana and yet another vyala. At the end 
of the sequence is placed a male deity i.e. dikpala. The programming can be summarised 
as Vishnu incarnations in main cardinal niches, Krishna lila episodes in synoptic form 
squeezed into recesses while devanganas are placed in alternate sequences besides male 
deities. The lower row of sculptural panel of south face of sanctum shows Gajalakshmi, 
Indra, Agni, surasundari, vyala, surasundari, vyala, surasundari, Varaha, surasundari, 
vyala, surasundari, vyala and Yama and upper tier includes Parvati, Vasu, Vasu, 
surasundari, Krishna-lila, surasundari, Krishna-lila, surasundari, Yagesvara Vishnu- 
Kurma, surasundari, Krishna-lila, surasundari, Krishna-lila and Vasu. So, the image of 
goddess is topped by goddess, Dikpala by Vasu, surasundari by surasundari, vyala by 
Krishna-lila and main cardinal niche of Vishnu incarnation by another incarnation in all 
the sides of walls. Dikpalas on the west face are Nirriti and Varuna and on north face are 
Vayu, Kubera and Isana. 

In Kandariya Mahadeva temple also surasundari figures are shown one above the 
other, Dikpala is topped by Vasu just alike Lakshmana temple. But vyalas are topped by 
mithunas and Brahma in podium niche under the main bhadra niche. Couples intertwined 
in creeper-like embrace flank the manifestations of Mahesha in the bhadra niche and 
image of Vishnu on the upper row. Representation of mithuna can be interpreted as 
auspicious alankara or fertility motif to protect the womb-house from evil influence and 
another philosophy behind representation of mithunas and surasundaries, they could be 
interpreted as representing kama, desire necessary for creation of universe. The kapili 
niche of the sanctum represents Vaikuntha-Vishnu on the south wall in the Kandariya 
Mahadeva temple. Vaikuntha is paired with Gaja-Lakshmi in the north and these niches 
are topped by image of Kubera-Kuberi and Uma-Mahesvara respectively while the Kapili 
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niches of the Lakshmana temple represents Gaja-Lakshmi in the lower niche in the south 
topped by image of Parvati and Vidyadevi Sarasvati in the lower niche in the north and 
topped by four-armed Kali. In the Shiva temple, Vaikuntha is an avarana deity and 
according to the Shiva-Purana, He should be worshipped in the north but here in the 
Kandariya Mahadeva temple, the image faces the south. But vyahas of Vishnu are placed 
in the rathikas of superstructure in the north. 

Encircling the sanctum there are 14 avarana deities in the mahamandapa and 
pradakshina-patha of Lakshmana temple. Starting clock-wise from the east in the 
pradakshina-patha, there is a sculpture of three-headed and four-armed Karttikeya on 
south-east comer which is according to recommendation of Nilamata Purana and Padma 
Samhita. Shiva’s image can be seen next to that of Karttikeya on the south facade. The 
third image of the avarana circuit is ten-armed goddess Chandika in an upper niche and 
the next niche of antrala contains four-armed standing Parvati. The another upper niche 
of the south shows four armed Bhuvanesari and a beautiful mother goddess Ambika 
seated gracefully holding a child in her hands is placed next to it. A four-armed standing 
Balarama under the canopy of nine snake snake-hoods happens to be in the north-west 
comer of this pradakshina-patha, this image is paired with a ten-armed Durga 
Mahishasuramardini at same corner but facing north. In some Vaishnava texts 
Mahishasuramardini is regarded Vaishnava, a manifestation of Lakshmi. 

Four-armed Gaja-Lakshami and four-armed Sarasvati are paired on the two upper 
niches in the north side flanking the antarala niche which contains Shiva-Parvati as 
Kalyanasundramurti depicting their marriage ceremony. The placement of marriage 
ceremony exactly opposite the sculpture of scene of Parvati in penance grove is 
noteworthy. Towards the end of the avarana circuit, the image of four-armed Vamana, 
incarnation of Vishnu is placed at the north-east comer which is paired with the twelve¬ 
headed and twelve-armed form of Vishnu, the cosmic Visvarupa. While the pradakshina- 
patha of the Kandariya Mahadeva temple contains 26 niches out of which 5 are missing 
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now. The niche of the east shows image of Uma-Mahesvara and another niche depicts the 
marriage scene of Shiva-Parvati as Kalyanasundramurti while on the east-south corner 
standing Shiva-Parvati or Uma-Mahesvara is placed. The niche of south shows four¬ 
armed Brahma-Brahmani, the next image is also same. Four-armed Vishnu seated on an 
anthropomorphic Garuda and four-armed Narasimha ripping open the belly of 
Hiranyakansipu are also depicted on same facade. 

An image of four-armed Harihara, the composite figure of Vishnu and Shiva is 
placed on south-west corner. His right half shows the attributes of Shiva while Vishnu in 
the left. After the development of the Puranic form of religion Vishnu and Shiva become 
the two most popular deities. Their worshippers came to be known as the Vaisnavas and 
Saivas. Each of these sects considered its god to be superior to that of the other and to 
allay the bitterness among the both, the form of Harihara was conceived off. One more 
image of Ardhanarisvara is paired on the same corner. This is composite image of Shiva 
and Sakti which attempted to abolish sex distinctions among the divinities and could be 
worshipped both by Saktas and Saivas. Another image on the west face is of eight-armed 
standing Shiva whose all the arms are broken now. The north face shows the images of 
Brahma and his consort standing in tribhanga posture, Shiva-Parvati as Uma-Mahesvara 
seated in lalitasana, seated bearded and potbellied Bhairva, Devi with her mount Lion, 
Uma-Mahesavara, Indra and his consort, standing eight-armed Bhairva. Last two images 
in this pradakshina patha are of Sadashiva and Shiva as Sadyojata with his Sakti which 
are related to Saiva siddhanta system. Six-headed, four-legged and twelve-armed image 
of Sadashiva also have same characteristics as of Hariharpitamaha. According to the 
Saiva siddhanta, when Para-Shiva wills for creation a thousand part of his self emerges 
out of him as Para-Sakti. Prom her emerge Adi-sakti, Ichcha-sakti, Jnana-sakti and then 
Kriya-sakti. Prom these five Saktis emerge the five aspects of Sadashiva. Prom the 
thousandth part of the fifth aspect of Sadasiva emanates Mahesha and from the 
thousandth part of Mahesha emanates Rudra, from the core part Rudra emanates Vishnu 
and from Vishnu similarly Brahma. The composite figure of Sadashiva shows the 
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attributes of Brahma, Shiva and Vishnu. Sadyojata is an aspect of Shiva bom in the 
Saveta-Lohita kalpa when Brahma meditated with the desire for a son. Sadyojata is called 
saveta-lohita kumar, the first avtara of Shiva bom as son of Brahma having 
characteristics of both Brahma and Karttikeya. It is also significant to note that Sadashiva 
image is flanked on its left by Sadyojata, the creative aspect of Shiva and on its right by 
Bharaiva, the Aghora aspect with dissolution of the universe. So, the interior of these 
temples have an extremely graceful artistic atmosphere with its spiritual aspect. 

The exterior of Lakshmana and Kandariya Mahadeva temple have numerous 
projections and recesses which are rhythmically carried up on the elevation. 
Harmoniously integrated with architecture, the sculptured images enhance the rhythmic 
movement of the temples. Numbers of sculptures have been carved on pitha, adhishthana, 
jangha and shikhara. The massive platforms on which Lakshmana temple is built ornately 
carved with depictions of contemporary life in small frieze while the sculptural friezes of 
platform of Kandariya Mahadeva temple is completely vanished by the time. There is an 
interesting group of images in the nine principal niches of the vedibandha in both the 
temples. The vedibandha niches encircling the Lakshmana temple contains navagraha. 
Paradikshina-wise, starting with an image of dancing Ganesha in the southern side and 
ending on the northern niche representing Durga-Kshemankari with two Lions. The 
central seven niches contain navagrahas namely Sani, Brihaspati, Soma, Surya, Mangala, 
Budha and Sukra, while nine principle niches of vedibandha of Kandariya Mahadeva 
temple contains seven Matrikas in between Ganesha and Virabhadhra. 

In Hindu religion and mythology these Navagraha are considered as transmitters 
of universal, archetypal energy. The qualities of each graha help to maintain the overall 
balance of polarities in both the macrocosmic and microcosmic universe. Therefore a 
Hindu adorns these planets as deities. The placement of grahas on the Lakshmana temple 
suggests some Yantra like formation but not strictly according to textual tradition. It is 
believed that the images of planets are set up in temple- in a order in which they were in 
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the zodiacal at the time of the construction of the temple. Seven Matrikas are directional 
divinities and replace the image of planets of the earlier Lakshmana temple in the 
Kandariya Mahadeva temple. The image of seven mothers are placed in the order- 
Chamunda, Indrani, Varahi, Vaishnavi, Kumari, Mahesvari and Brahmani. The standard 
karma of the Matrikas is reversed in this temple but it agrees with that given in the 
Isanasivagurudeva-Paddhati. According to Matsya Purana, Shiva had created seven 
Matrikas to combat the demon Andhaka, who had the ability to duplicate from each drop 
of his blood that falls from him when he is wounded. The Matrikas drink up his blood 
and help Shiva to defeat the demon. After the battle, the Matrikas begin a rampage of 
destruction by starting to devour other gods, demons and peoples of the world. They 
come to play a protective role in later mythology. This placement of Matrikas could be 
explained on this ground. Moreover there are twenty six miniature niches in the grasa- 
pattika row of basement of Lakshmana temple which contain the images of Ganesha, 
Kubera, Lakshami, Vaishnavi, Sarasvati, Parvati, Aradhanarisava, Brahmani, Shiva and 
other divinities. 

The images on the jangha are also systematically arranged in horizontal rows in 
both the temples. The Lakshmana temple has mainly two tiers of sculptures of equal 
height on its jangha. The upper row carries the images of different forms of Vishnu, 
surasundaries or devanganas and vyalas. The lower row represents images of Shiva, 
surasundaries, nagins and mithunas. Images of Vishnu and Shiva occupy a position of 
buttresses and surasundaries, nagins, vyalas and mithunas couples in the recesses. 
However the sculptures on the tiers of its jangha are uniformly symmetrical, that is the 
same sequence horizontally as the same types are placed in vertical arrangement namely 
vyala above vyala, male icon above another male icon and similarly with the motif of the 
embracing couples. While at the antarala conjoint, the mithuna is shown at the lower tier. 
Royal couple i.e. Vishnu with Lakshmi in the second and the third tier is adorned with 
only a single figure of Brahma and this is repeated on the south and north sides of the 
antrala. Another significant feature of the sculptural programming of this temple is the 

376 


Indological Truths 



additional third tier of figures in smaller size, almost half in proportion to the other two 
tiers and here are placed alternating panels of couples and group of three figures 
corresponding to the vyala, surasundari and male icon below. The sculptural 
programming of jangha of Lakshmana Temple can be shown with the help of figure 8.1. 



Here, 

C= Couple D= Devangana 1= Icon 
•Two tiers of equal height 

• Tiers one-half in height 

• With Devangana introduced 


Vyala FM F= Male-Female-Male 

• Sculptural placement consistent 

• In both including vyala and devanganas 

• Devangana juxtaposed with vyala at corner 


V= 


Fig. 8.1 System of human figures on the jangha of Lakshmana Temples 
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Observing the figure 8.1 we can note that in one section of the jangha, starting with vyala 
in the deepest salilantatara the sequence protruding upward comprise of surasundari, 
couple and surasundari. At this protruding corner the surasundari occur on the both 
facets. In the opposite direction after vyala follow male icon, vyala and again male icon. 
At this meeting of two protruding facets, the male icon occurs on the both sides. In this 
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Here, 

1= Icon D= Devangana 

M= Mithuna E= Erotic 


V= Vyala 
N= Nagin 


Fig. 8.2 Antarala wall of Lakshmana Temple 


378 


Indological Truths 




































































































section the numbers of surasundaries are more i.e. five in a series of sixteen figures, as 
the number of vyala is four and couples are two in number. In another section of a series 
of ten figures the number of vyala are more i.e. three and there is only one surasundari 
and one couple. While on the antrala wall, the sequence is as surasundari, male icon and 
surasundari covered by vyala on both rows (Figure 8.2). In the Kandariya Mahadeva 
temples there are three tiers of figures of equal height between its balconies. Alexander 
Cunningham counted 646 sculptures on its exterior most of which are on the jangha. The 
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Here, 


V= Vyala D= Devangana M/I= Male Icon 

Fig. 8.3 Placement deities of on antarala wall of Kandariya Mahadeva Temple 
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projections and recesses of the wall display nagins, surasundaries, dikpalas, and different 
aspects of Shiva, Karttikeya and Vishnu. The complete programme of three rows of 
figures of equal height was first adopted in Vishvanatha temple built in 1002 A.D. during 
the reign of Dhanga and about a half a century after Lakshmana temple and same 
continued in Kandariya Mahadeva temple also in 1025-1050 A.D. In the Kandariya 
Mahadeva temple nagin (surasundari with snake hood) is placed in the innermost recess 
from where the sequence of sculptures horizontally precedes with on the either side 
respectively vyala, surasundari, male icon and surasundari. The grouping of three figures, 
surasundari on each side of the male icon is repeated systematically in all the three rows 
of sculptures. In the next facet the sequence begins with again a surasundari and thus 
surasundaries are placed at both the sides of outer comers. In vertical arrangement same 
sculpture is placed one above the other. On the antrala conjoint (Fig. 8.3), the amorous 
groups are placed on all the three tiers accompanied by surasundari figures in single on 
either side, male icon and surasundari in regular scheme one above the other, similarly 
are incorporated vyala figures at the both ends of three rows. There are no couple pairs at 
two ends of the lower row like the Lakshmana temple. Unlike this temple the antrala wall 
of Kandariya Mahadeva temple has four surasundaries and two vyalas on each of three 
rows, thus twelve surasundaries and six vyalas. In this way sculptural programming of 
Kandariya Mahadeva temple varies from that of Lakshmana temple. The detailed 
programming can be seen in figure 8.4. Kandariya Mahadeva temple has Several 
buttresses on jangha leading to multiple urushringas, on the shikhara, its rathika 
projection having series of zigzag facets at right angles to each other which contain 
groups of three figures male deity flanked by surasundari consistently one above the 
other. This each tier has six surasundaries making up a total of eighteen in each buttress. 
In between each buttress there is recess filled with vyala and as already written Innermost 
recesses are filled up with nagins. The temples of Khajuraho are an enigma for art 
historians. The Khajuraho’s sculptural programme seems to be greatly influenced by 
Sanskrit literature with extensive infection of sringara rasa also. Sanskrit kavya writer is 
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vivid, full of similes through which he builds up an amazing and incredible image of the 
archetypal female. Women has been profusely depicted on the temples of Khajuraho, 



Key, 


D = Devangana , N = Nagini, I = Icon (Male), V = Vyala 

• Frequency of Devangana is more. 

• The three tiers of sculpture are of equal height. 

• The set of three viz. Devangana-Icon-Devangana is consistent on all the tiers 

Fig. 8.4 Sculptural Programming of jangha of Kandariya Mahadeva Temple 
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therefore, it is called a World of Female Beauty. The sculptures of women of Khajuraho 
can be categorised as belonging to three worlds- Patal Lok, as nagins or nagkanya, 
Mrityu Lok as nayika and devdasi and Swarg Lok as apsara and surasundari. As 
nagkanya, the beauty ofdivine nature is simply a form of procreation to prove that a 
woman has developed as a force from darkness to the eternal consciousness and to the 
concept of Shiva- Shakti or cosmic egg in the tantras. These nagins are shown in hidden 
recess of the temple. The earthly woman was created for the delight and strength of man 
and to fill for him the void. The Khajuraho sculptors have been inspired by exuberant 
fancies which transcend visionary ideals of beauty ever created and express love of like 
and joys of existence. The concept of union developed in the conception of the opposite 
to produce bliss and ultimately into beatitude. Khajuraho woman is only varied in her 
details but her moods, expressions and posture have been depicted in exquisite detail. 
These heavenly nymphs are elegantly beautiful, full of sexual charm and vigour. As 
apsaras, they are shown as dancing in various postures. As attendant of higher divinities, 
they are carved with folded hands or carrying lotus flowers, mirror, water jars, raiment 
and ornaments etc. as offerings to the deities. But more frequently the surasundaries are 
portrayed as expressing common human moods, emotions and activities. They are thus 
shown yawing, stretching, scratching their backs, touching their breasts, rising water 
from their wet hair plaits, removing thorns from their feet, founding babies, playing with 
pets like parrots and monkeys, writing letters, playing on flutes or the vina, painting 
designs on walls or bedecking themselves in various ways by painting their feet with 
henna, applying collyrium to their eyes, applying Vermillion in their partings or bindis on 
the forehead etc. The Chandella artist turned stone into flesh, as at times the carving of 
the breasts and lips is characterised by the soft-flesh like effect and bulk. 

The sculptors of the Khajuraho did not prefer the slim proportions as one expects 
with the feminine beauty. Female figures in Lakshmana temple show fullness of flashy 
effect but they are also remarkable for the tight volumes of their ample breasts and hips. 
The arms and legs have been elongated slightly to make the limbs elegant and expressive. 
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Lakshmana temple figure has long legs due to high-waist. The legs of female figures of 
Kandariya Mahadeva temple are sometimes relatively rickety while as their heads are 
longer. The eyes are long and tapering as suggested in poetry, like lotus buds, the nose 
straight or hooked like a parrot’s beak, the lips serious or in a smile. The sensuousness of 
the figure is created by the languid posture specially back-view, the curls of figures and 
inclination of the head. In the female figures of Kandariya Mahadeva temple, there is a 
peculiar blend of stylization and fleshiness particularly seen in the long lotus petal like 
eyes and arched eyebrows. The female bust is definitely less heavy than on the 
Lakshmana temple. Many devaganas are depicted from the back view or with twisted 
torsos in the both the temples. These graceful nymphs are shown in wearing finely 
designed ornaments around their neck, waist, wrist, arms and legs. If we observe 
carefully we can also find their lining in designed pattern, around their waits and legs. So 
the sculptures of Khajuraho attain its maturity in Kandariya Mahadeva temple which 
displays human figures with distinctive physiognomy. The sculptures are conspicuously 
slender and taller and show richest variety of apsaras/ surasundaries figure. These 
sculptures represent the highest watermark of characteristic art diction of Khajuraho. 

Erotic sculpture represented in Khajuraho owned to influence of age-old traditions 
of erotic motif depiction and was recurring theme in all the ages. Mithuna has been 
depicted in the whole geographical vastness of India from Kashmir to Kerala and Gujarat 
to Assam without any example of any region and religion of the country in which its 
depiction was rejected. Observance and performance of mithuna has been prescribed as a 
religious rite also in several texts of the Gratiya-Sutras, Srauta-Sutras, Brahmanas, 
Aranyakas and Upanisadas. Khajuraho temples are the juxtaposition of religion and sex. 
These temples at Khajuraho are famous for their erotic imagery in different variety - 
Lavanyamaya or characterises god and his consort as a graceful couple and is applicable 
to ordinary human couples as well, Asakta characterises the amorous couples in 
embracing or kissing action, Maithunarata devotees couples in copulation with or without 
helpers including coitus inverts and Bharasta refers as singles or couples in perverted or 

383 


Indological Truths 



unnatural sexual acts. The erotic figures occur on the kapili or portion of the junction wall 
joining the sanctum and the hall but these are only one-tenth of its imagery. The temple 
walls are a living, seething mass of life and vitality celebrating youth and beauty; they are 
the sanctuary of lovers, both divine and human. Erotic figures first appear at Khajuraho in 
950 A.D. on Lakshmana Temple. It is in this Vaishnavite temple that the entire repertoire 
of female figures and amorous postures are enfolded and repeated in subsequent temples. 
The range of lavanyamaya, askta and mainthuratha posture in Lakshmana temple is so 
wide, almost the whole index of all possible typology of single postures and couple 
posture is found on its wall and recessed parts. In the Lakshmana temple orgiastic scenes 
are depicted in which royal persons, ascetics and female attendant are shown. On the 
platform of this temple, group sex is also depicted in which several persons are engaged 
orgy and animal coitus is also shown in this temple. 

Kandariya Mahadeva temple has also volumes of erotic figures of all types 
mentioned. Lrom exterior to the interior, the temple has depiction of full art of eroticism 
just next to what vatsyayana has described in kamasutra. The erotic scenes of both pre- 
coital and coital variables are depicted in this temple on the jangha in the niches of roof 
and on the processional frieze of the basement on the exterior and on pillars, architraves, 
ceilings, doorjambs and basement friezes of the sanctum in the interior. It is interesting to 
note that the images of gods are found on the same wall in their appropriate niches with 
the erotic groups in their chosen spots in both the temples but never has any divine or 
semi divine figure has been included or integrated in the latter. Shiva, Vishnu, Brahma, 
Indra, Agni etc. are depicted with their consort in both the temples but not in erotic 
posture. There are also celestials around them bearing garland and offering only. 

The Khajuraho artist is a representative of his age and he faithfully records its 
philosophy and way of life. The magnificent sculptures of Khajuraho also provide a great 
wealth of information about the social, economic and religious life of rulers, peoples and 
artisans of Khajuraho. The artisan, sculptors, architects, dancing group, army, military 
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parades and processions, hunting, wrestling, elephant fights, music, drinking and 
acrobatic scenes are depicted on friezes in both the temple. On the Khajuraho temples are 
depicted many aspects of Indian life together with gods and goddesses, warriors, 
musician, animals etc. But the most common and popular depiction which have been 
carved are women and sex. All carvings at Khajuraho are very lively and express pride, 
valour, sorrow, emotions, delight, joy, despair, grace, lust and ecstasy. They mean that 
Khajuraho is a place where one feels that ‘Truth is Beauty and Beauty is Truth’. 
Khajuraho is certainly known for its architecture and art. 
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